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P R E F A C E 
The present study aims at determining Fry's vision of 
l i f e as i t emerges from his serio-comic plays< nanr.ely, 
A Phoenix Too Frequent, The Lady's not for Burning, 
Venus Observed, The Dark I s Light Enough and A Yard 
of Sun. Fry i s a r e l a t ive ly not adequately studied 
dramat is t . He has e i ther been approached as a landmark. 
in the revival of poetic drama in the twentieth coitury 
or has been both praised and c r i t i c i zed for manipulating 
a unique free verse s ty le . The br i l la iance of his langu-
age and the comedy in his plays have bean the prime con-
cern of the s tudies on Pry. But an adequate analysis of 
the vision of l i f e which anerges from his major secular 
plays has been lacking so far . Because of the constraint 
on space a l l the serio-comic plays have not been analysed 
in d e t a i l . Only his f i r s t and l a s t comedies have been 
analysed to demonstrate the consistency in Fry's approach 
to l i f e . The intervening comedies have been briefly 
touched upon in the l a s t chapter to support our conclusion 
about Fry' s vision of l i f e . 
l i 
The study comprises four chapters. The f i r s t 
chapter deals with Fry's early l i f e , influences on him, 
his contact with the theat re , major researches done on 
his plays, h is theory of comedy and the stance proposed 
to be taken in the present study. The second and third 
chapters contain respectively analysis of his f i r s t and 
l a s t serio-comic plays, namely, A Phoenix Ibo Frequent 
^^'^ A Yard of 3un» In the analysis the main thrust 
has been the working out of Fry 's approach to l i f e and 
hence the other dramaturgical components have natural ly 
received less a t t en t ion . In the final chapter the 
general points emerging from the analysis of the plays 
have been recapi tu la ted . The comedies of which detai led 
analysis could not be given have been summarized only 
with reference to the vision of l i f e contained in thern^ 
so tha t a reasonably complete picture of Pry 's vision of 
l i f e may be presented. 
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CHATTER I 
I N T R O D U C T I O N 
C h r i s t o p h e r Pry i s c o n s i d e r e d as a landmark in t h e r e v i v a l 
of E n g l i s h p o e t i c drama in t he t w e n t i e t h c e n t u r y . A f t e r 
t h e hey-day of p o e t i c drama in t h e E l i z a b e t h a n and Jacobean 
p e r i o d s , p o e t i c drama had more o r l e s s d i s a p p e a r e d excep t 
f o r t h e a t t e m p t s by John Drydan in h i s v e r s e p l a y s . A f t e r 
a gap of a hundred and f i f t y y e a r s a t t e m p t s were made in 
t h e n i n e t e e n t h c e n t u r y by t h e Romantic and V i c t o r i a n p o e t s 
t o r e v i v e t h i s form. But a lmost a l l t h e p o e t s were uncon -
n e c t e d w i t h t h e t h e a t r e . Moreover, t h e t y r anny of t h e 
t h e a t r e manage r s , and s tardom of a c t o r s compel led t h s n t o 
w r i t e c l o s e t p l a y s . F re sh a t t e m p t s were made r i g h t from 
t h e b e g i n n i n g of t h e p r e s e n t c e n t u r y t o r e i n s t a t e p o e t i c 
drama t o i t s p r i s t i n e g l o r y by p l a y w r i g h t s , l i k e Stephen 
P h i l l i p s , James F l e c k e r , Gordon Bo t tomley . John M a s e f i e l d 
and John D r i n k w a t e r . But t h e i r a t t e m p t s remained of 
h i s t o r i c a l i m p o r t a n c e and t h e h i s t o r y of t h e a t r i c a l p e r -
formance shows t h a t they have been r e l e g a t e d i n t o t h e 
lumber-room of p a s t c u r i o s i t i e s . The pr imary c a u s e of 
t h e i r f a i l u r e was p e r c e i v e d by T . 3 . E l i o t . E l i o t made a 
d i s t i n c t i o n between p o e t i c drama in p r o s e and p o e t i c drama 
In verse. He w^s in favour of the l a t t e r . But he b e l i -
eved that the regular blank verse t r ad i t i on , which had 
become outworn and rather remote from the l iving speech, 
should be avoided. He fel t that the main cause of his 
predecessors' fa i lure was a t t r ibu tab le to t he i r following 
the already exhausted Shakespearean blank verse t r a d i t i o n . 
Before we come to Fry i t i s relevant to have a cursory 
glance at E l i o t ' s theory and pract ice in poetic drama and 
the causes for h is f a i lu re . 
E l i o t ' s laudable efforts are well known to the 
students of modem poetic drama. His main aim was to 
res tore poetic drama to i t s p r i s t ine glory which i t had 
once enjoyed in the Elizabethan period and for t h i s he 
fought hard. Being a Christ ian, Eliot natural ly s ta r ted 
with rel igious plays which could help in the propagation 
of his sp i r i tua l and rel igious notions and then moved on 
to write more secular plays. He wanted the medium of h is 
plays to be verse, not the Elizabethan blank verse t r a d i -
tion but which i s close to conteir^porary speech idiom and 
was against poetry being used as a means of decoration. 
Instead, he believed that the language should be such that 
the reader i s not fully aware of the medium but should be 
wholly engrossed in the 'dramatic action' and the 
• s i tua t ion between the characters . ' Eliot also voiced 
his concern against the mingling of prose and verse in 
the same play as i t d i s t r ac t s the attention of the reader 
from the play i t s e l f to the medium of i t s expression. In 
fact , he preferred verse because emotional intensi ty can 
best be conveyed only through verse. I t makes drama more 
complete and dramatic. Eliot favoured a poetic drama 
which should give entertainment not of the crude sort as 
in the case of the Elizabethans, but entertainment as a 
fonn of a r t . On the other hand, Eliot was convinced 
tha t a good poetic play should have two levels of act ions, 
one which i s outer and another, the inner structure, which 
Eliot c a l l s the 'musical organizat ion. ' This 'doubleness 
in act ion' ' could be well explained with reference to 
Shakespeare's great tragedies — Hamlet, Macbeth and 
King Lear, in which the outer s t ructure i s full of bloody 
action and horr i f ied s i tuat ions in which the hero i s caught, 
but underneath th i s can be seen the journey of the hero from 
a s t a t e of darkness to a s ta te of sp i r i tua l enlightenment. 
1. T.S. S l io t , "Poetry and Dran a, " On Poetry and Poets, 
(London, Faber i Faber Ltd., 1965), p. 74. 
2. See T.S. El iot , Selected Essays (London, Faber 5t 
Faber Ltd. , 1951), p. 229. 
This inner s t ruc tu re , according to Sl io t , gives unity 
to the play. 
31 io t ' s fa i lure can be a t t r ibuted to his obsession 
with ' r e l i g i o u s ' and ' s p i r i t u a l ' themes and his putt ing 
his verse 'on a thin d i e t ' t i l l poetry disappeared comp-
l e t e ly from his l a s t play. He also made the mistake of 
choosing a worn-out t r ad i t ion of social comedy to convey 
serious s p i r i t u a l themes. "By adopting t h i s pattern of 
i ronic social comedy, Eliot placed upon his genius a 
r egre t t ab le l imi t a t i on . He t i e d himself to a social , and 
s t i l l more to t h e a t r i c a l , conventions which were already 
out worn when the plays were wr i t t en . " Also responsible 
for his fa i lure i s his lukewarm in t e r e s t in human emotions 
and i s s u e s . I t i s due to his excessive involvement with 
the holymen and t h e i r problems that he ignores people of 
lower s t a tus and the i r petty problems. In his zest for 
imparting s p i r i t u a l message to the people, he even neglects 
his characters which are l e f t simply as mouthpieces of the 
playwright. Apart from t h i s , Eliot also made his charac-
t e r s undergo d ras t i c changes in personali ty without much 
S.M. Browne, TheMakinq of T.S. E l i o t ' s Plays 
(Cambridge, Cambridge University Press, 19 69) , 
p. 342. 
incentive on the part of the characters . This leads to 
the bel ief that his drama appeals more to the head than to 
the heart which i s contrary to the claim made by the 
poet - dramatists of the twentieth century. 
Eliot s ta r ted writing plays for a small audience 
but l a t e r moved on to a bigger audience. Here he i s cont-
rasted with Yeats who s ta r ted with a large audience and 
moved on to a smaller audience. E l i o t ' s contribution l i e s 
in his showing the path along which poetic drama could 
develop further by paying special attention to the verse 
medium, and subject-matter which should be humane as well 
as en te r ta in ing . 
Pry was a tort;h-»bearer of the concern voiced and 
experiments made by W.B. Yeats and T.s . El io t . In fact , 
i t was "Fry who was to inher i t E l i o t ' s mantle in the 
4 
t hea t r e . " Some c r i t i c s , while emphasizing Fry 's 
posi t ion, have gone to the extent of saying that "In the 
l a t e 1940's and early 1950's, verse drama was repre-
sented in the English thea t re not so much by T.3. Eliot 
4. Harry Bl ami res . Twentieth ^Century English L i te ra tu re 
(London, Macmillan Fress, 1982) , p . 289". 
as by Pry." Fry, l i k e 2:iiot, s t a r t e d with r e l i g i o u s 
p l ays and went on to wr i t e secu la r plays which o f fe r a 
s t r i k i n g analogue to E l i o t ' s p o s i t i o n . Before we deal 
wi th h i s l i t e r a r y c o n t r i b u t i o n s i t would be useful to 
summarize some of the b iograph ica l d e t a i l s which had helped 
in the shaping of h is dramatic genius . 
Chr i s topher Pry was bom on 18 December, 1907 at 
B r i s t o l in the West Country. His fa ther , Char les John 
H a r r i s , an Anglican lay preacher , was a c o n s c i e n t i o u s man 
who was sympathetic towards t h e poor and the needy. When 
h i s f a t h e r d ied in 1910, Pry was jus t th ree years o l d and 
was then taken to Bedford by h i s mother where an aunt a lso 
helped in h i s upbr inging . Both of them were r e l i g i o u s 
women. His mother was a quaker and Pry has a lso i n h e r i t e d 
some of the quaker t e n d e n c i e s . Fry even sent h i s son to a 
c[uaker school l a t e r . His aunt would often read to him 
Bunyan's Pi.lqri.m* s Progress and thus i n s p i r e in him a 
love for English l i t e r a t u r e . Thus, we see t h a t Pry had a 
deeply r e l i g i o u s b r ing ing up during h is childhood which 
l a t e r coloured h i s thoughts and i d e a s . Por h i s education 
5 . Raymond Williams, Drama from Ibsen t o Brecht 
(London, Chat to and Windus, "l971) 7 p . 232. 
Fry was sent to Bedford Modem School, one of the best 
of i t s kind. He was not an outstanding student nor was 
he much in te res ted in s tudies . In 19 35 he married 
Phyl l i s Majorie Hart, a jou rna l i s t . 
Christopher Pry i s a protest ant who believes that 
a man should be free to make his own moral choices without 
being fe t te red by any dogma or creed, but only by his love, 
compassion and mercy. He was not a fanatic and believed in 
man's ind iv idua l i ty in the s p i r i t of the Renaissance huma-
n i s t s , not of the Calvin type but of the more l i be ra l 
p r o t e s t a n t s . 
Besides being a playwright, screen-writer, t r ans l a to r 
and c r i t i c Fry also t r i e d his hands at teaching but as soon 
as he had saved £ 10 he le f t that job for good for the 
excitement of the world of the thea t re . We will ta lk about 
his t h e a t r i c a l contribution separately. 
Later in 19 40 when Fry was working as the d i rec tor 
of the Oxford Playhouse, he was cal led to serve in the 
non-combatant army of the forces where he served for four 
6. For more d e t a i l s see "Calvin, John" Encyclopaedia 
Britannic a (Chicago) Helen Hemingway Benton, 
197 3-7 4, 111, pp. 67 2-7 3. 
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years and then again retuimad to ths world of the thea t r e . 
As a person Christopher Fry i s a peace loving and 
sober man and i t seems that t h i s peace has coma over him 
because of his re l ig ious fa i th . 
In order to understand Fry's dramaturgy i t would be 
useful to b r ie f ly summarize some of the significant in f lu -
ences which contributed to the shaping of his dramatic 
genius. I t i s ne i ther feasible nor very relevant to go 
in to the d e t a i l s of the influences individual ly . The most 
notable influences are Shakespeare, T.S. Eliot , the Bible, 
Malory, S i r Thomas Browne, Wordsworth, Chekhov, O'Casey, 
Wilde, Shaw, Ibsen, Pirandello, Rilke and many o thers . 
Because of Fry 's eagerness to learn from his various prede-
cessors , h is habit of reading extensively and his open-eyed 
observation of a l l tha t came along his way, the l i s t i n g of 
the influences may appear ra ther cumbersome. Pry himself 
has remarked in t h i s regard as follows t 
To be sure of ' influence' i s always 
d i f f i c u l t . They work underground — and 
in l i s t i n g names the important ones are 
often apt to get l e f t out — as in making 
7 
a l i s t of Christmas p r e s e n t s . 
Fry has been acclaimed as a contemporairy Shakespeare 
because of h i s use of many of Shakespeare 's dramatic 
dev ices , h i s command of the medium and h i s e s s e n t i a l l y 
a f f i rma t ive view of l i f e . The plays of Shakespeare which 
appealed to Fry and affected him t h e most have been Love* s 
Labour Los t , A Mid-Summer N i g h t ' s Dream« Much Ado About 
Nothing, Romeo and J u l i e t and The Tempest. Like 
Shakespeare , and t o some ex ten t Sean O'Casey, Pry u s e s 
a h igh ly metaphor ica l , even metaphysical language in h i s 
p l ays and shows grea t mastery in v i t u p e r a t i o n . P r y ' s 
dazz l i ng language i s reminiscent of Shakespeare, " the 
Shakespeare drunk with words, of a play fu l l of c o n c e i t s 
and qu ibb les and speeches w r i t t e n not as dramatic speeches 
but as lovely youthful l y r i c s , such as Love 's Labour 
p 
L o s t , " Like Shakespeare, the heroine of h i s p lays are 
l i v e l y , s e l f - r e l i a n t and mental ly r e sou rce fu l . They do 
not only c a r r y the thematic burden of the p lays and play 
dominant r o l e s in the development of p lo t but are In tegra l ly 
7 . F r y ' s L e t t e r t o Emil Roy, in Smil Roy, Chr i s t ophe r Fry 
(London, Southern I l l i n o i s Univers i ty P ress , 1968) , 
p . 153. 
8 . G.S. F rase r , The Modem Writer And His World 
(Ca l cu t t a , RupaScCo. , 19617, p . 158. 
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essen t i a l to the vision of. l i f e that Pry presents in his 
p lays . Of course th is statement holds t rue mostly in 
regard to h is secular plays. Besides t h i s . Pry also 
shows great s k i l l in combining inseparably the t ragic and 
the comic elements. 
C r i t i c s have talked about the pa ra l l e l s between 
Shakespeare and Pr '^ but quite often have used th i s to 
Pry ' s d i s c r e d i t . Emil Roy, for example, has remarked 
that Fry "had e i the r slavishly imitated the weaker plays 
or the superf ic ia l t r a i t s of Shakespeare. . . , or he had 
u t i l i z e d stage conventions which were outmoded or inappro-
p r i a t e : the Elizabethan wit-combats, bombast, passages 
9 
of ejcjberant invective and word play." 
In fa i rness to Fry, as our analysis of h is plays 
will demonstrate, i t should be mentioned that though Fry 's 
imitat ion of Shakespeare was undisguised, the dramatic 
ef fec ts he created by the use of the Elizabethan dramatic 
conventions went well with the contemporary audience when 
his plays were performed. 
I t ' s a common knowledge of the student of Eliot 
9. Christopher Pry, p . 3. 
11 
that l ike his poetry his plays also were deeply concerned 
with re l ig ious and sp i r i tua l problems. Pxr^ ', a great 
admirer of El iot , natural ly was influenced by his r e l i -
g ios i ty . Pry 's rel igious plays - The Boy with a Cart , 
Thor^ yiith Angels, and A 31 eep of Prisoners - are an 
example of t h i s influence. "I t may be observed that 
Eliot and Pry made a vir tue of t radi t ional ism and were 
orthodox in thought and rel igion, s t r ik ing roots in the 
High Church of England. 
But so far as Pry 's seasonal comedies are concerned, 
the Eliotean sp i r i t ua l obsession i s transcended to a broader 
non-sectarian re l ig ion . Besides t h i s , E l i o t ' s greatest 
influence on Piry was his continuous ej^eriment with the 
12 dramatic verse. Fry, too, l ike Eliot experimented with 
verse throughout his dramatic career . His success or 
fa i lure in t h i s respect will become c lear from our analysis 
of the plays in the following chapters . 
10. Por more de t a i l s see K.S. Misra, Twentieth Century 
English Poetic Drama- A Revaluation (New Delhi, 
Vikas Publishing Pfcuse, 1981) , pp. 51-54. 
11. John Gassner, Masters of the Drama (New York,. Dover 
Publicat ions, 1951), p. 731. 
12. See Sean Lucy, T.S. Eliqt .And „The Idea of Tradition 
(London, Cohen 5. West, 1960), "pp. 165-171. 
12 
Like S l io t , Pry believed that the deeper resonance 
of the human psyche as well as the sp i r i tua l depths of 
man's existence can best be explored through the poetic 
medium. But as our analysis will establ ish, in order to 
achieve his object ive . Pry, unlike Eliot , especially 
in h i s seasonal comedies, concentrated on human concerns 
and kept the sp i r i t ua l and rel igious elements, though 
s ign i f i can t ly present, ra ther subservient to his secular 
i s s u e s . Again, unlike Eliot — though Eliot in theory 
bel ieved the value of entertainment in drama — Pry was 
pr imari ly cclaieemed with offeiMng to ' the auilence a thea t r ica l 
experience of l i f e ra ther than preach them in a gospel 
howsoever noble i t may be. Pry 's stance on poetic drama 
i s c l e a r from his following statement : 
The f l igh t of poetry fr<xn the theatre 
between the Jacobean and Restoration eras 
was due to the fact that ' the accent of 
l i f e ' changed from the adventuring soul 
to the body's welfare, God was changed 
from being, . . . t o the absentee boss of a 
welfare s t a t e . . . When the sun rose in the 
morning i t was no longer Apollo but Mammon.^ 3 
13. Christopher Pry, "Poetry and the Theatre," Adam, 
XIX (1959), pp. 14-15, Quoted, K.S. Misra, 
Twentieth Century English Poetic Drama - A Revalu-
ation . pp. 312-313. 
13 
In t h i s respect the following assessment o£ Pry by 
Professor Misra i s pertinent to quote : "he i s able to 
s t r i k e a balance between the aesthet ic and the didact ic 
i n t e r e s t s of the plays by making the moral flow logical ly 
14 and natura l ly from the dramatic context ." 
The influence of Wilde and Shaw i s evident from his 
use of an aphorist ic s ty le and comic character types. Like 
Shaw his comicality i s a surface to hide serious thoughts. 
Being a re l ig ious man Pry has been strongly influenced by 
the Bible ever since his youth. I t i s the Bible which has 
provided the p lots for his re l ig ious plays. The Fi rs t Bom 
3""^ A Sleep of Prisoners, and has also provided "the 
under -pa t tems of sp i r i t ua l quests and allegory (which 
l ink up with both Bunyan and Malory here) , temptation, 
Paustian motifs and martyrdom." Besides t h i s , his plays 
abound in Biblical al lusions and images. 
Fry resembles Ibsen and Chekhov in the thea t r ica l 
context , "a thea t re which Francis Pergusson has placed at 
the point where Hamlet meets Rosencrantz and Guildenstem : 
14. K.S. Misra, Twentieth Contury .Snqlis.h _Pqetic. 
Drama - A Revaluation, p. 313. 
15. Emil Roy, Christopher Fry, p. 155. 
14 
the noncommittal 'center* of human awareness, the 
•middle' of Fortune's favours, where the beggarly body 
looks sure and sol id , and a l l the motivations which might 
lead to wider awarenesses look shadowy and deluded." 
Pry seems to be in teres ted in the way Ibsen builds his 
symbols and the way he subtly blends the comic and the 
t rag ic i ronies but Fry i s not able to take the compelling 
social tone of Ibsen nor does he place such a strong s t r e s s 
on the logical l inking of the events as does Ibsen. In Fry, 
as in Chekhov, the characters have the habit of showing 
the innermost recesses of t h e i r hearts and souls, no matter 
even i f they are with o thers . "Both dramatists imbue 
i so la ted and outwardly t r i v i a l events with a sense of 
s p i r i t u a l significance, l ike Fry 's Chekhovian Chaplain in 
The Lady; both deal with the i so la t ion of human beings and 
t h e i r t rag ic i nab i l i t y to understand one another; and both 
« 
wri te r s ' comedies are, in par t , e legies to a decaying 
17 ar i s tocracy." 
Both Rilke and Pry believe that l ike death love i s 
also a continuation of human l i f e into the i n f in i t e , both 




In the works of both Pry and Sir Thcanas Browne a personal 
ind iv idua l i ty can be discerned. Pry has also been inf lu-
enced by Str indberg 's relat ionship of love-hate between 
the sexes, by Pirandel lo 's awareness of the complexities 
of what we actually are and what other people believe us to 
be/by Wordsworth* s love for nature and his ch i ld l ike vKjnder 
and fascination for natural objects . Pry had been in 
contact with the theatre ever since he was a chi ld "Unlike 
most poetic dramatists . Pry i s f i r s t l y a man of the 
t h e a t r e . His training-ground has been the stage ra ther 
than the l ib rary of the study; and i t i s t h i s f i r s t hand 
experience of the medium he writes for that helps to give 
18 him his immediacy of expression." 
Early in age Pry got in teres ted in the musical and 
t h e a t r i c a l techniques — star ted playing the piano, composed 
a ' Fhareioh's March' when he was just five and acted on the 
s tage when he was six . In t h i s respect he offers a 
s t r i k i n g contrast to Eliot and even Yeats. He also s ta r ted 
wr i t ing at a very young age. Til l the age of fourteen he 
had produced a farce, a poem and had written an unacted 
and unpublished verse drama. At the age of seventeen he 
18. Derek Stanford, Christopher Fry (London, The 
Br i t i sh Council Publications, 197 1), p. 12. 
16 
wrote Youth and Pereqines, which was produced when he 
had become the d i rec tor of the Well Repertory Players 
at TUnbridge in 19 34. He then joined the Citizen House, 
Bath, a social center and a thea t re . But because of the 
uncer ta in ty of h is job, he took up teaching at Limpsfield 
which he l e f t soon af te r . After that he took different 
poss ib le jobs tha t were connected with the s tage. He became 
Secretary to a well-known song wri ter and then became a 
cabaret en te r t a ine r . For eight years he kept chtogirig his 
jobs — edited a magazine, took up cartooning and then 
became Secretary to a nove l i s t . In 1934 he became the 
d i r e c t o r of the Repertory Players at Tunbridge Wel35 where 
he also acted and did the lead role in the premiereof Shaw's 
A Vi l lage Wooing, Thus, r ight frcm his very childhood 
Pry had a passion for t hea t r i ca l a c t i v i t i e s which has c o n t i -
nued a l l his l i f e . 
I t i s d i f f i cu l t to assign a fixed label to Pry 's 
' s e r i o u s comedies. ' The conventional genre of t r a g i -
comedy, pract iced by Beaumont and Fletcher where tragedy 
was threatened but catastrophe was averted, can be applied 
to Fry but only p a r t i a l l y . A number of theories during 
the past few decades have been advanced to overcome the 
17 
d i f f i c u l t y faced by c r i t i c s to ca t egor i ze a play where 
s e r i o u s and l i g h t o r comic m a t e r i a l s are presented . J .L . 
Styan f e e l s t h a t the term •Dark Comedy** wi l l bes t des -
19 c r l b e the t ragicomedies of t he twent ie th cen tu ry . 
Karl Guthke says in h i s book on modem tragicomedy 
t h a t " the l i g h t of P r y ' s comedies i s v i s i b l e only because 
of the under ly ing darkness of tragedy t h a t i t i s focussed 
on, arousing as i t does tha t s t range t w i l i g h t of pensive 
melancholy mixed with barely ' subdued joy t h a t i s the h a l l -
mark of F r y ' s a r t . ' «20 
According to Bentley Pry wr i t e s t ragedy with a 
happy ending and Pry himself says in one of h i s essays on 
comedy, "I know t h a t when I s e t about wr i t i ng a comedy 
the i dea p r e s e n t s i t s e l f to me f i r s t of a l l as t ragedy. 
The c h a r a c t e r s p r e s s c«i to the theme with a l l t h e i r d i v i -
s ions and p e r p l e x i t i e s heavy about them; they are a l ready 
en te red for the r ace t o doom, and good and ev i l are an 
i n f e r n a l t ang l e spinning the f ingers t h a t t r y to unravel 
t h e m . . . Somehow the c h a r a c t e r s have t o unmortify themselves. 
19. See J .L . Styan, The Dark Comedy (Cambridge, 
Cambridge Unive r s i ty Press , 1968) , pp. 1-2. 
20. Modem Tragicomedy (New York, Random House, 1966) , 
p . 120. 
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to affirm l i f e and assimilate death and persevere in 
joy.-2^ 
Pry blends the t rag ic with the ccMnic. He wants to 
reach comedy through tragedy. Pry also makes use of 
ano^ther tragicomic device, that i s , having two p lo t s in 
the same play, t ragic and comic. According to Pry there 
i s a c lose association between tears and laughter and he 
considers comedy not separate from tragedy but as grea ter 
than tragedy. 
Pry has assigned to comedy a higher s ta tus than 
was assigned by Ar i s to t l e . Ar is to t le considered as some 
kind of low entertainment having no serious moral purpose. 
Pry ' s canedies have a serious aspect a l so . In his plays 
we find a blending of the t rag ic and the comic elements 
with h is re l ig ious f a i th . Pry himself has said "Comedy 
i s an escape, not from t ru th , but despair : a narrow 
22 escape into f a i t h . " In t h i s regard M.A.K. Davis 's 
remark i s pert inent to quote : "lb Fry, however, comedy 
ra the r offers an a l te rna t ive to the bleakness of the 
21. Christopher Fry, "Comedy," The Tulane Drama Review, 
IV, 3 (19 60) , p . 78. 
22. Ib id . , p . 77. 
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23 itiodem v i s i o n . " Fry ' s comedies deal with the mystery 
of human l i f e and have a se r ious moral purpose . The g rea t 
achievement of Chr i s topher Pry i s t h a t he has brought 
back comedy t o the English verse a f t e r a long gap. 
Pry has wr i t t en a s u b s t a n t i a l q u a n t i t y of p l a y s . 
Though he has been ha i led p r imar i ly as a comic d ramat i s t 
he has t r i e d h i s hands at severa l k inds of drama which 
becomes c l e a r from the l i s t i n g of h i s p lays under d i f f e r e n t 
headings given below : 
1. Re l ig ious Fes t iva l Plays 
Like S l i o t these r e l i g i o u s p lays were w r i t t e n by Pi^ 
for promoting Chr i s t i an f a i t h in the con tex t of t h e 
pos t World-War European c u l t u r e , 
a. The Boy With a Car t (1939) . 
b* Thor, With Aiqels (1948). 
c , A Sleep of Pr isoners (1951) . 
2 . Comedies 
These are a l so c a l l e d the seasonal comedies of mood, 
t h e comedies belong to p a r t i c u l a r seasons bu t they 
23 . "The Narrow Escape in The Lady 's Not fo r Burning," 
Modem Drama, XXVII, 3 (1984), p . 420. 
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embody not only a mood and idea but a l so F r y ' s 
r e l i g i o u s v i s ion of l i f e . 
3» A Phoenix too Frequent (1946) 
b . The Lady ' s Not for Burning (1949) 
c . Venus Observe;d (1950) 
d. The Dark I s Light Enough (1954) 
e . A Yard of Sun (1970) 
3 . Tragedy 
The F i r s t b o r n (1946) 
4 . His tory Play 
Cur tmant le (19 61) 
Quite a few s t u d i e s have been made on d i f f e r e n t 
a s p e c t s of P r y ' s a r t . In a s i m p l i s t i c manner we can c a t e -
g o r i s e s t u d i e s on P r y ' s seasonal ccwnedies, which i s the 
concern of the present i n v e s t i g a t i o n , as fol lows : 
1. P r y ' s p l ace in the a n t i n a t u r a l i s t i c t r e n d in the 
p r e s e n t c e n t u r y . 
"In Theat re technique , he has ga i ly ignored the sacrosanct 
24. See ed. Harlan Hatcher, A ^^odem Repetory 
(New York, Harcourt , Brace & Company, 1953) , 
pp . 620-622. See a l so Derek Stanford, 
C h r i s t o p h e r Pry, pp. 1-2. 
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25 conventions of n a t u r a l i s t i c drama.** Twentieth Centur^', 
r igh t from Ibsen and on, has been an age of naturalism 
and realism both in form and content. But l ike Yeats, Pry 
believed that cer ta in amount of remoteness in drama will 
always lend charm to i t and therefore he had selected 
themes which are not s t r i c t l y topical but have mythical 
dimensions. 
2, Pry ' s serio-comic vision which i s a blend of the 
t r ag ic and the comic heis been investigated in a number of 
s t ud i e s . These scholars have mainly focussed on how 
Fry reaches comedy by way of tragedy. His plays are 
evaluated as good entertainment pieces, dealing with 
ser ious issues of l i f e . 
3. FrY's b r i l l i a n t language has drawn considerable 
27 c r i t i c a l a t t en t ion . In fact the most extensive resear -
ches have been done on Pry'z dazzling use of language. 
Prais ing Pry, Professor B.A. Khan says : "Incongruity, 
bathos, verbal jugglery, pun, a l l i t e r a t i o n , sheer nonsese, 
25. Derek Stanford, Christopher Pry, pp. 5-6. 
26. See K.S. Misra, Twentieth Century English Poetic 
Drama - A Revaluation, pp. 302-305. 
27. See J . Chia r i , Landmarks of Contemporary Drama 
(London, Herbert Jenkins, 1965) , pp. 10 2-10 3. 
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and a l l t h e t e c h n i c o l o u r d e v i c e s o f which Fry makes 
such g l o r i o u s c a p i t a l in h i s comed ies , a r e coining in t o 
28 h e r a l d t h e new p o e t i c drama,'* The h i s o t r y of p o e t i c 
drama, a f t e r K h a n ' s monograph was p u b l i s h e d , however, 
h a s n o t y e t f u l f i l l e d t h e hope c o n t a i n e d i n t h i s remark . 
Denis Donoghue h a s gone t o t h e e x t e n t o f t i t l i n g h i s 
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e s s a y on Fry a s " C h r i s t o p h e r F r y ' s T h e a t r e of Words ." 
Pry has been p r a i s e d for a s t y l e which i s f u l l of p a r a d o x , 
m e t a p h o r s , s i m i l l e s , b r i l l i a n t c o n c e i t s , and f a n c i e s , and 
f o r t h e o r i g i n a l i t y of h i s v e r s e form. He i s c o n s i d e r e d 
a s a m a s t e r o f b r i l l i a n t d i a l o g u e , which i s " p r e d o m i n a n t l y 
30 
w i t t y , m e t a p h o r i c a l l y o p u l e n t and h y p e r b o l i c . " Fry h a s 
a l s o been admired f o r t h e o p e n - t e x t u r e d q u a l i t y of h i s 
v e r s e . A. N i c o l l has remarked t h u s : "Fry* s d i s t i n c t i o n 
i s t h a t he makes h i s dramas f l o a t on a c o n s t a n t l y moving 
31 foam o f w o r d s . " While Fry has been p r a i s e d f o r h i s 
m a s t e r l y h a n d l i n g o f a lmost d a z z l i n g l a n g u a g e , a number of 
c r i t i c s have v o i c e d t h e i r d i s a p p r o v a l o f t h e d r a m a t i c 
e f f e c t i v e n e s s and r e l e v a n c e of h i s medium. They f e e l t h a t 
2 8 . The E n g l i s h P o e t i c Drama ( A l i g a r h , The A l i g a r h Muslim 
U n i v e r s i t y P r e s s , 19 62) , p . 65 . 
2 9 . a s s a y s i n C r i t i c i s m , IX, 1 ( 1 9 5 9 ) , p p . 37 -49 . 
3 0 . Bmil Roy, C h r i s t o p h e r Fry , p . 12 , 
3 1 . B r i t i s h Drama (London, George G, Har rap & C o . , 1962) , 
p . 328. 
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t h e b r i l l i a n c e o f the l anguage i s too d a z z l i n g t o a l l o w 
a c l e a r p e r c e p t i o n of t h e t h e m a t i c p r o g r e s s and q u i t e 
o f t e n t h e d e l i b e r a t e p r o l i x i t y s t a l l s t h e movement o f t h e 
p l o t . F u r t h e r , i t bedims t h e s h a r p n e s s of c h a r a c t e r i s a -
t i o n . Mar ius Bewley ' s comments i n t h i s r e g a r d , though n o t 
who l ly c o r r e c t — as o u r a n a l y s i s of t h e p l a y s w i l l demons-
t r a t e i n t h e fo l l owing pages — show t h e c r i t i c a l t r e n d 
about F ry*s dramaturgy : P r y ' s p l a y s " a r e w r i t t e n i n 
v e r s e t h o r o u g h l y l a c k i n g i n s t y l e , whe the r one i n t e r p r e t s 
• S t y l e * i n a t i g h t l y c r i t i c a l o r i n a l o o s e l y f a s h i o n a b l e 
way. Under t h e s u r f a c e s m a r t n e s s t h e v e r s e i s t h o r o u g h l y 
c o n v e n t i o n a l and academic . I t h a s , i t i s t r u e , an a p p e a -
r a n c e of o r i g i n a l i t y , b u t t h i s i s p a r t l y b e c a u s e t h i s k i n d 
of v e r s e f e l l i n t o such a b s o l u t e n e g l e c t a f t e r t h e F i r s t 
War t h a t most t h e a t r e g o e r s have f o r g o t t e n t h a t v e r s e 
dramas w i t h h i g h - p r e s s u r e p o e t r y were once h i g h l y e s t e a n e d , 
32 i f n o t w i d e l y produced, i n t h i s c e n t u r y . " 
In r e l i g i o u s t e rms Fry i s c o n s i d e r e d a d i r e c t 
d e s c e n d a n t of T . S . E l i o t as b o t h a r e a d v o c a t e s of p o e t i c 
drama d e a l i n g w i t h s p i r i t u a l m a t t e r s ; b u t u n l i k e E l i o t , 
Firy h a s n o t i d e n t i f i e d h i m s e l f w i t h any o r g a n i s e d r e l i g i o n . 
32 . "The Ver se of C h r i s t o p h e r F r y , " S c r u t i n y , XXII, 2 
(1951) , p . 8 4 . 
24 
P r y ' s r e l i g i o n i s "broad , g e n e r a l , and r a t h e r d i f f u s e d 
w i t h o u t t h e s tamp of any p a r t i c u l a r c h u r c h , d i s c i p l i n e o r 
33 denomina t ion . ' * 
Fry i s n o t s e c t a r i a n in a r e l i g i o u s s e n s e . I t i s 
i n t h e l i g h t of t h i s p o p u l a r n o t i o n about P r y ' s r e l i g i o s i t y 
and u n l i k e E l i o t ' s concern w i t h human p r e d i c a me n t t h a t a 
h i t h e r t o i n a d e q u a t e l y u n e x p l o r e d a r e a of F r y ' s s e r i o - c o m i c 
v i s i o n demands a c l e a r s c r u t i n y . What has been m i s s i n g 
i n P r y ' s c r i t i c i s m in an adequa t e e x p l o r a t i o n of h i s v i s i o n 
of l i f e i n a n o n - s e c t a r i a n r e l i g i o u s p e r s p e c t i v e . Firy, 
t h r o u g h h i s r e l i g i o n b u i l d s up h i s v iew of l i f e . His 
v i s i o n of l i f e i s a j ou rney of t h e human sou l from t h e 
m i s e r a b l e e a r t h l y e x i s t e n c e of t h e wor ld t h r o u g h t h e p a t h 
of t h e r e l i g i o n of l i f e . R e l i g i o n of l i f e , i n Fry , i s 
b a s i c a l l y a f e r v e n t f a i t h in l i f e , l i f e which i s w o r t h -
l i v i n g and s h o u l d not be d e s t r o y e d a t any c o s t . In F r y ' s 
c h a r a c t e r s we f i n d an u r g e t o shape t h a n s e l v e s o u t of t h e 
odds of l i f e . 
The m i s t a k e which i s p a t e n t i n t h e e x i s t i n g s c h o l a r -
s h i p s of Fry i s t h a t s c h o l a r s have h e a v i l y r e l i e d upon t h e 
3 3 . K . 3 . M i s r a , Twen t i e th Cen tu ry E n g l i s h P o e t i c Drama 
- A R e v a l u a t i o n , p . 262. 
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assumption that Fry s t r i c t l y adhered to E l i o t ' s sp i r i t ua l 
and rel igious path. As we have mentioned ea r l i e r Bliot* s 
concern with sp i r i t ua l problems overweighs his grappling 
with humane, emotional and personal in teract ional i s sues . 
As averred to e a r l i e r even when Eliot hes i ta t ingly created 
humane and anotional s i tuat ions which were rich in poten-
t i a l for dramatic exploi tat ion, he shied away from working 
them out adequately in human drama. But Pry 's sp i r i t ua l 
concerns were so subtly fused with human problems and 
i ssues that they instead of s t a l l i ng the plot and obstruc-
t ing theamergence of human vision contr ibute to the r ich 
tapes t ry of l i f e which he has presented. 
CHAPTER I I 
A PHDENIX TOO PREQUEasIT 
A P h o e n i x Too Frequen t (1946) i s F r y ' s e a r l i e s t p l a y 
w r i t t e n i n h i s c h a r a c t e r i s t i c s e r i o - c o m i c mood. The 
s t r u c t u r a l d e s i g n of the mood i s i n h e r e n t in t h e s t o r y 
i t s e l f , wh ich , though a s e r i o u s n a t u r e , i s t h r o u g h o u t 
i n t e r m i x e d w i t h humour and ends h a p p i l y i n s p i t e of i t s 
b e g i n n i n g p o i n t i n g to a sad end . I t i s t h e s t o r y of a 
woman, name ly , Dynam«ie, who has t aken a vow n o t t o 
o u t l i v e h e r husband and h a s come t o h i s tomb t o s t r a v e 
h e r s e l f t o d e a t h so t h a t s h e may b e r e u n i t e d w i t h him i n 
t h e o t h e r w o r l d , A ^ c i d e n t l y a s o l d i e r g u a r d i n g s i x 
c o r p s e s f o r t h e n i g h t , o u t of boredcam w i t h l o n e l i n e s s , 
j o i n s t h e company of t he woman and h e r maid s e r v a n t , Do to . 
Dur ing h i s c o n v e r s a t i o n w i t h t h e woman who i s d e t e r m i n e d 
t o d i e , one of t h e c o r p s e s i s s t o l e n . This w i l l mean 
t h a t t h e s o l d i e r w i l l be c o u r t - m a r t i a l l e d and may be 
awarded c a p i t a l pun i shmen t . The woman suddenly d e c i d e s 
t o make up f o r t h e s t o l e n c o r p s e w i t h h e r h u s b a n d ' s newly 
b u r i e d c o r p s e . The main t h r e a d of t h e s t o r y i s n o t an 
o r i g i n a l i n v e n t i o n of P ry . The theme of a l o v i n g w i f e ' s 
r e s o l v e t o end h e r l i f e a t t h e demise of h e r husband, so 
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tha t she can join the company of her paramour In the next 
world, i s a recurrent? theme treated in different ways 
in different cultures of the world. What makesthe play a 
d i s t i n c t achievement of Fry i s his serio-comic fusion in 
p lo t , charac ter i sa t ion , language, rhythm and imagery and 
the f inal vision of l i f e . The story elanent i s ra ther 
scanty. But i t has a d i s t i nc t development of a conven-
t iona l plot with a beginning, a middle and an and. 
The story, baldly narrated above, though i n t e r e s -
t i n g , does not have many elaborate events. But as our 
analysis below wil l demonstrate even t h i s t iny story has 
been presented in a c lose-kni t s t ruc tura l framework which, 
with other dramaturgical elements, unambiguously c o n t r i -
bute to Pry ' s fa i th in l i f e on t h i s earth where re l ig ious 
supe r s t i t i ons , social taboos and moral factors negating 
i t s affirmation are convincingly re jec ted. 
The play s t a r t s with a solemn and serious se t t ing , 
which i s c l ea r from the opening stage d i rec t ions : "An 
underground tomb, in darkness except for the very low 
l i g h t of an oil~lamp. Above ground the s t a r l i gh t shows 
a l i n e of t r ees on which han^ the bodies of several 
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men.**- The ' l o w l i g h t * of t h e o i l lamp i n s t e a d of 
d i s s i p a t i n g d a r k n e s s , i n f a c t c o n t r i b u t e s t o t h e t h i c k -
n e s s of t h e gloom of t h e p l a c e . The s e t t i n g t h u s c r e a t e s 
a b e f i t t i n g mood f o r u n f o l d i n g t h e a c t i o n . As p o i n t e d 
o u t i n t h e summary of t h e s t o r y above, t h e a c t i o n of t h e 
p l a y i s overx;as t w i t h gloom and t h r e a t e n e d t r a g e d y . I t 
i s u n f o l d e d t h r o u g h D o t o ' s o p e n i n g s o l i l o q u y i n which s h e 
t e l l s u s about h e r m i s t r e s s ' r e s o l v e t o end he r l i f e 
t h r o u g h s t a r v a t i o n a t h e r d e c e a s e d h u s b a n d ' s newly made 
g r a v e . The d i s m a l s t o r y of Dynamene i s n o t a l lowed t o 
become d e p r e s s i n g b e c a u s e of D o t o ' s v o i c i n g h e r own p r e d i -
cament of accompanying h e r m i s t r e s s in h e r miss ion of 
s t a r v a t i o n w h i l e h e r w o r l d l y and s e n s u a l i n c l i n a t i o n s 
c o n t i n u e w i t h h e r u n a b a t e d , D o t o ' s a s s e r t i o n of a s t r o n g 
f a i t h i n t h e p l e a s u r e s of l i f e even in t h e mids t of d e a t h 
somewhat e n l i v e n s t h e mood of t h e p l a y . Her s o l i l o q u y 
which i s a m i x t u r e of t h e mundane, t h e s e n s u a l and t h e 
p h i l o s o p h i c a l , a r e p u n c t u a t e d by t h e h o o t i n g of an o w l , 
t h e b i r d of l o n e l i n e s s , d e s o l a t i o n and d e s p a i r , which makes 
t h e d r a m a t i s t ' s s e r i o - c o m i c i n t e n t i o n s abundan t ly c l e a r . 
I t i s s i g n i f i c a n t t o n o t e t h a t t h e images u s e d in t h e 
1. C h r i s t o p h e r Pry , P l a y s , (London, Oxford U n i v e r s i t y 
P r e s s , 19 6 9 ) , p . 7 . Al l subsequen t t e x t u a l c i t a t i o n s 
a r e from t h i s e d i t i o n . 
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opening s i tua t ion from c lass ica l mythology, of Aphrodite, 
and Prometheus, are connected with love, v i t a l i t y and 
ful lness of l i f e . The auditor^' effect of the owl's 
hooting which i s contrapuntal with verbally evoked images 
of the ful lness of l i f e es tabl i sh Pry's serio-comic dra-
m atu rgy, 
The hooting of the owl wakens Dynamene who had 
fal len asleep out of exhaustion and starvat ion. She asks 
for barley water thinking herself to be in her own house. 
After the r ea l i s a t i on of the r ea l i ty of her s t a t e , Dynamene 
t e l l s Doto of the dream she had dreamt about her husband 
2 
as a ship which "flew figurehead for«nost into the sun," 
The ship image of her husband, moving forward, though a 
grotesque image, indi rec t ly comments on Dynamene* s sub-
conscious yearning of l i f e , Doto's remark about Dynamene 
joining her husband in hell has a Christian overtone. In 
Chr i s t i an i t y negating one's l i f e i s a grave sin and Dynamarje 
about to commit tha t sin i s bound to go to hell where she 
wi l l meet her dead husband. Dynamene, then, indulges in a 
n a r r a t i v e of her husband's v i r tues which i s subtly i ron ica l 
because i t tends to portray him as a mechanical being : 
He was certain to have become the most 
well-organised provost 
2 . I b id . , p . 8, 
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The town has knovm... 
He was so punctual, you could regulate 
The sun by him.3 
In the midst of Dynamene's narration of the loss of her 
husband, Doto' s expression of her worldly neads and 
pleasures i s del iberate ly incongruous which i s a characte-
r i s t i c ccsnic device used by Pry. Doto, i s unable to curb 
her hunger and res t ra in her a t t ract ion for the outside 
world. She feels as i f she i s dying of food and drinks 
and becomes almost nostalgic about her uncle ' s hardware 
shop. 
It* s two 
Days not eating makes me think of my uncle* s 
Shop in the country, where he has a hardware 
business. 
Basins, pots, ewers, and alabaster b i rds . 
He makes you die of laughing, 0 madam. 
I s n ' t i t sad ?* 
In keeping with her t ra in of fascination for the worldly 
and the bodily, she elaborates the function of laughter 
as sustaining and health giving. I t i s through Doto in 
the opening s i tuat ion of the play that Pry conveys his 
3. Ib id . , p . 9. 
4. Ib id . , pp. 9-10. 
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vision of l i f e . He believes the world to be a glorious, 
miraculous place, in which every moment of l i f e should 
be counted for i t s meaning. Doto's mature vision of 
l i f e i s contrasted here with Dynamene's nagative view 
because Dynamene feels tha t the departure of the source 
of pleasure of l i f e means the end of l i f e . As the play 
proceeds Dynamene and Doto acquire symbolic significance. 
The former stands for the negation of l i f e and the l a t e r 
stands for the urge for l i f e , Bot the characters are 
fo i l and ccxnplonentary to each other and the i r co-exis t ing 
points toabalanced view of l i f e . This becomes c lear as 
we proceed fur ther with the development of the play, 
Dynamene-Doto conversation proceeds along the l i n e 
of debate about the r e l a t i ve va l id i ty of the negative and 
pos i t ive views of l i f e . Without taking recourse to 
philosophy the two characters voice the i r convictions 
based on t h e i r own contrasted a t t i tudes to l i f e . In t h i s 
conversation the dramat i s t ' s predilection i s to lend more 
c r e d i b i l i t y to Doto's argument. But at the same time Fry 
does not re jec t al together Dynamene's argument of negation. 
For example, Doto argues -
Life i s more big than a bed 
And ful l of miracles and mysteries l ike 
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5 One man made for one woman, e tce tera , e tce te ra . 
Doto takes l i f e as i t comes to her and believes in l iv ing 
i t t i l l i t l a s t s . One should not get away with the 
impression that Pry i s advocating here a sor t of hedonism. 
Doto's exaggeration of her preference for sensuality i s 
only a dramatic device to counter Dynamene's well argued 
debate in favour of negation of t h i s l i f e in order to be 
ushered in to a new world. In holding the almost exclu-
sive va l id i t y of physical l i f e . Fry offers a s ignif icant 
cont ras t to El io t , for whom physical l i f e was t o be sub-
ordinated to sp i r i tua l existence. lliis i s not to say 
tha t Pry has rejected the sp i r i t ua l element in l i f e but 
he has broadened h is vision by assigning supranacy to the 
worldly and human aspects. This aspect takes in to 
consideration human l i f e in re la t ion to nature as well 
where the wonder, beauty and mysteries of nature, conveyed 
in mult iple images, or con-comitant with similar a t t r i -
butes in human l i f e . Here Fry offers a comparison with 
Eliot for whom, as we see in The Waste Land, and Murder 
in the Cathedral, the rhythms of human l i f e and those of 
nature are inseparably l inked. 
5. I b id . , p . 10. 
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The debate between the negative and the affirma-
t ive aspects of l i f e shows a posit ive effect upon Dynamene 
who i s caught between a potent death-wish and her sensual 
i n t e r e s t in l i f e . 
For me 
The world i s a l l with Charon, a l l , a l l 
Even the metal and plume of the rose garden. 
And the forest where the sea fumes overhead 
In vegetable t i des , and par t icu lar ly 
The entrance to the warm baths in Arcite s t r e e t 
Where we f i r s t met; - a l l 1 - the sun i t s e l f 
Trai ls an evening hand in the su l t ry r iver 
Par away down by Acheron. I am lonely, 
V i r i l i u s . Where i s the punctual eye 
And where i s the cautious v o i c e . . . ?^ 
G.S. Praser r igh t ly says that "the l ines very gently mock 
the woman who i s mourning just a l i t t l e more eloquently 
than her feelings jus t i fy for her dead husband, while at 
the same time allowing a l y r i c a l quality to her grief, as 
in such l ines as • Trails an evening hand in the su l t ry 
river* . "^ 
Of course, to quote Shakespeare, the lady does 
6. Ib id . , p . 11. 
"^  • The Modem Writer and His World (Calcutta, Rupa & 
Co., 19 61) , p . 158. 
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pro tes t too much and in that context Praser ' s cr i t ic ism 
sounds re levant . But Praser misses Pry 's dramatic 
in tent ion which i s to i n f l a t e emotions- for comic effect . 
Here the comedy i s not loud and pronounced but can be 
gathered from the manipulations of language and images. 
Besides, Pry brings in cosmic, divine and human factors 
in to the ambit of the main theme of the play : 
What a mad blacksmith creation i s 
Who blows his furnaces u n t i l the s ta rs fly 
upward 
And iron Time i s hot and p o l i t i c ! are glow 
And bulbs and roots s i zz le in to hyacinth 
And o rch i s , and the sand puts out the l ion. 
Roaring yellow, and oceans bud with porpoises, 
Blenny, tunny and the almost unexisting 
Blind f ish; th roa ts are cut , the masterpiece 
Looms out of labour,8 
I t may be that Dynamene unconsciously real ises but consci-
ously conceals the un ten ab i l i t y of her stand. This uncer-
t a i n i t y can be conveyed only through a language l ike t h i s . 
We find a s imilar thing in Waiting for Godot where there 
i s a complete col lapse of the mind to take any meaningful 
dec is ion . The decision i t s e l f which Dynamene has taken 
i s suspect . 
8 . Christopher Pry, Plays, p . 12. 
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Our in terpre ta t ion given above i s supported by 
9 Doto's "I shal l t ry to grieve a l i t t l e , too , " as if 
grieving i s an act of del iberate choice, as if i t needs 
t r a i n i n g . Doto's whole stance i s i ron ica l , to keep up 
the facade of mourning, of negative a t t i t ude to l i f e . 
She goes on to say : 
I t would take lessons, I imagine, to do i t 
out loud 
For long. If I could only remember 
Anyone of those fellows without wanting to laugh. 
Hopeless, I am. Now those good pa i r of shoes 
I gave away without thinking, t h a t ' s a different-
Well, I ' v e cr ied enough about them, I suppose. 
Poor madam, poor master, ^0 
This short speech shows that Doto i s too matter-of-fact , 
too r e a l i s t i c . She wants to say tha t the urge for l i f e 
i s much stronger than the desire for anything negat ive. 
Loss of anything in l i f e should not overweigh the other 
affirmative things of l i f e . In th i s s ingle speech Pry i s 
able to intertwine modulations of a t t i tudes and moods — 
i r o n i c a l , bordering c«n s a t i r e , matter-of-fact , personal, 
too casual about human relat ionships and then participating 
9, Ib id . 
10. Ib id . 
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in someone e l s e ' s grief. These mocSulations make Doto's 
character l ive ly as well as point to the complex fibie of Fry's 
dramaturgy in an otherwise simply structured play as the 
present one. Doto opposes the pragmatic view of l i f e 
and asser ts the affirmative vision of l i f e . The opposi-
tion between death-wish and urge for l i f e i s proved to be 
unwise against human nature and subconsciously against 
human aspirat ions as well as against the rhythm of l i f e 
in nature indicated in the nature images which a l l point 
t o affirmation in the l ines quoted e a r l i e r . The same 
idea has been e3<plicitly conveyed in Doto* s assertion tha t 
"Death's a dead l o s s . " Upto t h i s point the occasion 
and the story have all beer surraned up in a precise manner. 
The other movement of the action of the story i s an elabo-
ra t ion of the main issues re la t ing to the main action, 
tha t i s , Dynamene's resolve to k i l l herself and the 
broader issues of l i f e . The opposition between death-
wish and urge for l i f e , which has been argued by the two 
female characters i s unfolded in the form of action af ter 
Tegeus a r r ives . In fact Tegeus acts as a ca ta lys t to 
make Dynamene's confused perspective about l i f e c l ea r . 
11. Ib id . , p . 13. 
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Doto's natural fear i s perceived when s stranger 
suddenly appears in a symbolically s ignif icant manner 
from the dark. The emergence of Tegeus i s symbolically 
in tegra ted with the maiin conflict summed up above. Pry 
seems to purport tha t affirmation i s always produced from 
negat ion. This point i s also dealt with by Eliot and 
many other Christ ian mystics who believe tha t the spark 
of l i f e always comes from the womb of darkness. 
But soon Doto overcomes her fear and t a lks to 
Tegeus in a natural way. In fact, a l l humour in the play 
emerges from Doto's speeches. The primary source of the 
comic i s not so much the si tuation as the language and 
t h a t , too, of Doto. Doto i s Dynamene's counterfoi l . If 
Dynam«ie's speeches were also comic the play would have 
become f a r c i c a l . Pry re t ians seriousness with certain 
charac ters a l l along and allow humorous words for other 
charac te rs which also throw l ight on the serious characters . 
Doto i s i ronica l about the concept of ending th i s l i f e to 
have an unknown l i f e . Ending of l i f e i s not appropriate 
even for a noble cause l ike love. 
Sometimes Pry makes his characters say such things 
which do not have any meaning. "Death i s a kind of love/ 
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«12 Not anything I can ©jq^lain." Here Tegeus does not 
fullyunderstand the implications of what he i s saying. 
Pry i s also charged with the defect of verbosity which 
s t a l l s the action and blurs the perspective of the reader . 
When Tegeus offers Doto a drink she succumbs to the 
temptation and the excuse she gives for her surrender i s 
as comically r idiculous as the whole action taking place 
in the cemetary. She says : 
I t ' s the dust in my th roa t . The tomb 
Is so dusty. Thanks, I w i l l . There i s no point 
in dying 
Of everything, simultaneous. 13 
As soon as Doto takes a sip of the drink, the thought of 
a poss ible suicide disappears from her mind. This c l ea r ly 
shows how tenuous and f rag i l e the facade of negation 
ac tua l ly i s . Doto declares her love for Tegeus but Tegeus 
t r i e s to r e s i s t i t though he believes in warm human r e l a -
t i onsh ips . This i s supported by nature images of joy and 
f e r t i l i t y - "mildew, verd igr i s . Rust, vrood r o t , " "An 
14 oval twi r l ing blasphemy." Pry 's love of l i f e includes 
the world at l a rge , nature included. He believes that God 
12. I b id . , p . 14. 
13. Ib id . , p . 16. 
14. I b id . , p . 18. 
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c r e a t e d t h e world, so everything in the world i s b e a u t i -
ful and even shows his apprecia t ion for God for the 
c rea t ion of t h e beau t i fu l world. He makes h i s view go 
home through Doto who has a deep a t t r a c t i o n towards t h e 
world and i s a l l f o r l i f e . She says : 
I love a l l t he world 
And the movement of t h e apple in your t h r o a t . 
Even Dynamene's high sounding, well-modulated language 
i s not t h a t of a person who wants to d i e . I t i s t he 
language of a l i v i n g jserson with v i t a l i t y . I t i s her o u t -
b u r s t f o r Tegeus 's miserable condi t ion which shows her 
a t t r a c t i o n towards him and a lso i r o n i c a l l y shows her 
i n c l i n a t i o n towards aanusements in l i f e . She says : 
Does t h e army provide you with no amusements ? 
If I were s t i l l of t h e world, and not c l o i s t e r e d 
In a c o l o u r l e s s landscape of winter thought 
Where t h e approaching Spring i s des i red ob l i v ion , 
I should wr i te sharply t o your commanding o f f i c e r . 
I t should be done, i t should be d o n e . . . 
, . , And why should insolence mat ter 
When my colour of l i f e i s unrea l , a blush on deatii, 
A p a r t i a l mere diaphane ? I don ' t know 
Why i t should ma t t e r . 1^ 
15. I b i d . , p . 19. 
16. I b i d . , pp. 20-21. 
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The n a t u r e symbols "of m o r t a l i t y , t h e j a b b i n g , f u n e r a l , 
s l e e k - / with-omen r a v e n , t h e d e a t h - w a t c h b e e t l e , " " t h e 
s p i d e r / w e a v i n g h i s hone , " and " t h e vrorm" have been 
d e s c r i b e d n o t w i t h d e p r e s s i n g e f f e c t bu t w i t h a g u s t o which 
17 
shows Dynamene's c o n c e a l e d l o n g i n g f o r l i f e . Tegeus, 
t o o , i s drawn towards Dynamene and s a y s - " B e a u t y ' s b i t 
IB i s between my t e e t h . / S h e has added a n o t h e r t o r t u r e t o me." 
Tegeus i n h i s c o n v e r s a t i o n w i t h t h e women grows 
e l o q u e n t and sometimes p o e t i c , which has drawn a d v e r s e 
c r i t i c i s m from c r i t i c s . But Tegeus* s g rowth from h i s 
i n i t i a l p r o s a i d d i a l o g u e t o h i g h r h e t o r i c s y m b o l i c a l l y 
i n d i c a t e s t h e impac t of t h e company of two young women 
upon h i s p r e s e n t c o n d i t i o n of e x i s t e n c e , i . e . h i s company 
w i t h d e a t h r e p r e s e n t e d by t h e s i x c o r p s e s he was g u a r d i n g . 
At D o t o ' s s l i g h t e s t s u g g e s t i o n Dynamene a g r e e s t o 
have some wine and t h e reason she g i v e s f o r h a v i n g i t i s 
q u i t e humorous. 
I migh t be wise t o s t r e n g t h e n myself 
In o r d e r t o f a s t a g a i n ; i t would make me a b l e r 
Po r g r i e f .19 
17. I b i d . , p . 22. 
18. I b i d . , p . 2 1 . 
19. I b i d . , p . 23. 
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This also shows Dynamene's eager readiness to be a t t rac ted 
to a l l the symbols of l i f e and that the negative strand in 
her concept of l i f e i s ra ther tenuous. This thin veneer 
of negativism allows the radiant urge for l i f e to peep 
through i t without any b lur r ing . Throughout the play we 
are aware of the summer nights working i t s way to Dynamene's 
hear t to win her back from the suicidal attempt to l i f e . 
As she feels a t t rac ted towards Tegeus's speech, takes wine, 
she t a lks about natural things of l i f e . 
Oh, how the inveterate body. 
Even when cut from the heart , i n s i s t s on leaf. 
Puts out, with a separate meaningless wi l l . 
Fronds to Intercept the thankless sun. 
How i t does, oh, how i t does. And how i t confuses 
The nature of the mind.^ *^ 
This depicts her posi t ive response to l i f e and the presence 
of Tegeus a l l the more heightens the l i fe - force at work. 
Dynamene i s gui l ty of the fact that she has fai led V i r i l i u s 
but her outlook towards l i f e i s ambivalent. 
When the thoughts would die, the i n s t i nc t s will 
set s a i l 
For l i f e . And when the thoughts are a le r t 
for l i f e 
The i n s t i nc t s will rage to be destroyed on 
the rocks. 
20. I b id . , pp. 23-24. 
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To v i r i l i u s i t was not so; his brain was an 
ironing-board 
For al l crumpled indecision : and I follow him. 
The hawser of my world. You don't belong here. 
You see; you don't belong here at a l l .21 
But t h i s ambivalence i s ra ther tenuous and Dynamene' s 
reminiscing Vi r i l ius in rhetor ical terms i s del iberately 
made more in the nature of fashion than the t rue voice of 
her hea r t . There i s a subtle irony here which does pro-
duce a comic impact. In fact , the dead Viril ius* s image 
i s invoked in order to support the ins t inc tua l urge for 
l i f e . 
Tegeus, who a few moments ago was labouring to show 
t h a t he has passed secondary education i s made to speak 
high sounding words and sentences. He says : 
If only you knew the effort i t cos ts me 
lb motint those steps again in to an untrustworthy. 
Unpredictably, unenlightened night . 
And turn my back o n . . . etc.22 
When he t a lk s about the cruel conceptual norms of l i f e 
versus the freedom of i n t u i t i v e urge for l i f e , he grows 
eloquent and poetic which i s dramatic because i t indicates 
21 . Ib id . , p . 24. 
22. Ibid. 
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as we have mentioned e a r l i e r an imperceptible growth in 
Tegeus* s own a t t i t ude to l i f e . Dynamene« on her par t 
agrees to the pos i t ive aspect of l i f e in unison with the 
r ea l i t y of pain. She says : 
I wil l drink with you to the memory of my husband, 
. . . And then we will say 
GoOd-bye and part to go to our opposite corrupt ions . 
The world and the grave, ^ ^ 
Tb Tegeus, the climax i s that Dynamene needs a drink 
because she i s t h i r s t y , i . e . she needs to give ejcpression 
to the affirmative urge for l i f e . Besides, the drink 
i t s e l f assumes symbolic significance in the sense that i t 
energises l a t e n t ins t inc t s of v i t a l i t y . The assertion of 
the affirmative urge for l i f e does not necessari ly mean 
that the darker aspect can be thrown away, but both can 
co -ex i s t . The pain can continue along with joy, the pain 
necessar i ly may not be a background for joy. This i s 
effect ively conveyed through such phrases as "How i t 
sings to the throat purling with summer," "winter and 
warmth/moon and meadow," "A cold be l l sounding in a 
golden mouth," "Crystal in harvest ," "Perhaps a n ight in-
gale/Sobbing among the pears ," "In an old autumnal 
23. Ib id . , pp. 24-25. 
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24 
m i d n i g h t , " Th i s type of s i n g - s o n g d i a l o g u e coneir tns 
t h e v i s i o n which we have a v e r r e d t o above . The s i n g - s o n g 
d i a l o g u e s u g g e s t s t h a t Dynamene and Tegeus have a l s o been 
r o m a n t i c a l l y t r a n s p o r t e d and a r e o n l y b r o u g h t back t o t h e 
ground by Doto* s a b r u p t r eminde r t h a t t h e r e a r e some 
g r a p e s t o be e a t e n a l s o . Dynamene a f t e r coming in c o n -
t a c t w i t h a man s y m b o l i s i n g a f f i r m a t i o n of l i f e , d i s c o v e r s 
"a m y s t e r y i n t h e w o r l d . " That i s t o say t h a t P r y ' s 
v i s i o n o f l i f e i n t h i s world i s n o t p r e s e n t e d in b l a c k and 
w h i t e b u t I s p r e s e n t e d i n m y s t e r i o u s t e r m s , Dynamene s a y s : 
A mystery* s i n t he wor ld 
Where a l i t t l e l i q u i d , w i t h f l a v o u r , q u a l i t y , 
and fume 
Can b e a s no o t h e r , can h i n t and f l u t e o u r s e n s e s 
As though a music p l a y e d i n h a r v e s t ho l lows 
25 And a movement was in the swa thes of o u r memory." 
The e l e m e n t o f m y s t e r y in cosmic as w e l l a s human t e r m s 
l e n d s w i d t h and d e p t h t o P r y ' s v i s i o n of l i f e p r e s e n t e d i n 
t h e p l a y . 
I t i s r e l e v a n t t o p o i n t o u t h e r e t h a t very o f t e n 
Pry " d e f l a t e s f a l s e t r a n s p o r t s o f emotion by i n s e r t i n g 
24. Ibid. 
25. I b id . , p . 26. 
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26 b a n a l i t i e s . " The sudden punctuat ion of the se r ious by 
the banal has a s u b t l e comic e f f e c t and saves the se r ious 
from be ing d e p r e s s i n g . When Tegeus and Dynamene repea t 
the names of scen ted th ings "Pa r s l ey , " "Sea weed," 
"l ime t r e e s , " " P r u i t in the f i r e , " Doto i n t e r j e c t s 
"Horses . "^^ 
Dynanene's asking for Tegeus* s name has been delayed 
because the d r a m a t i s t wants to p resen t Tegeus in symbolic 
l i g h t r a t h e r than in i n d i v i d u a l i s e d dramatic personae. 
Tegeus* s name de r ived from the l a t i n word "Tego" means to 
cove r and t h a t s e e r s exaggerated to Dynamene -
That* s very th in f o r you. 
I t ha rd ly covers your bones.28 
She changes h i s name to 'Chromis,* der ived from a Greek 
word , meaning ' c o l o u r . * Dynamene* s d i s t r u s t of names 
c a r r y i n g with them a l l t he pa rapherna l i a reminds one of 
Romeo and J u l i e t , where J u l i e t says : "what 's in a name?"^ 
Dynamene p e r c e i v e s Tegeus in the image of Phoebus. In 
2 6. Smil Roy, C h r i s t o p h e r Fry (London, Southern I l l i -
n o i s U n i v e r s i t y P r e s s , 1968) , p . 56. 
27 . C h r i s t o p h e r Fry, P l ays , p . 26. 
28 . I b i d . 
29 . William Shakespeare, Romeo and J u l i e t (Cambridge, 
Cambridge Un ive r s i t y P r e s s , 1986) , p . 9 3 . 
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f a c t , t h e image of Tegeus grows g r a d u a l l y from an unedu-
c a t e d man t o Phoebus , to Olympus and t h e r e i s a w e a l t h o f 
mean ing i n t h e s e c l a s s i c a l a l l u s i o n s which a r e a p o i n t e r 
t o t h e d r a m a t i c d e v e l o p n e n t o f the Tegeus symbolism. 
Tegeus i s v i s u a l i s e d as an a d o l e s c e n t god. Moreover, 
t h e r e i s an i n d i c a t i o n t h a t Dynamene's j ou rney from 
s u i c i d a l t endency t o u r g e f o r l i f e i s comple te when she 
h e r s e l f announces t h a t dawn h a s ' a p p r o a c h e d -
I s e e a t h i n d u s t o f day l i g h t 
Blowing on t o t h e s t e p s . 3 0 
Moreover , she i s drawn away from h e r d e a t h - w i s h to a f r e s h 
c r a v i n g f o r l i f e , l o v e and ambi t ion and r e a l i s e s t h a t t h e 
g r a v e i s " f o r none b u t t h e s p i d e r , / R a v e n and worms, n o t 
31 f o r a l i v i n g man . " Tegeus, t o o , f e e l s a renewed 
i n t e r e s t i n l i f e from a l i f e o f boredom and mechan ica l 
r o u t i n e and company wi th t h e "dead , " and Dynamene becomes 
f o r him "a f o u n t a i n of confidence/When t h e %rforld i s 
32 
a r ld . ""*^ 
There i s a moment o f more o r l e s s i d y l l i c c o u r t s h i p 
be tween them w h i l e Doto s l e e p s unde r t he impact o f w i n e . 
3 0 . C h r i s t o p h e r P ry , P l a y s , p . 29 . 
3 1 . I b i d . , p . 30 . 
3 2 . I b i d . 
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S e n d i n g Do t o t o sleep i s a c o n v i n c i n g d r a m a t i c d e v i c e t o 
a l l o w Dynamene and Tegeus t o e x p r e s s t h e i r p r i v a t e f e e -
l i n g s t o each o t h e r i n an u n i n h i b i t e d manner . Such 
d e v i c e s have been q u i t e f r e q u e n t i n t h e h i s t o r y o f drama 
and i s n o t an o r i g i n a l t r i c k i n v e n t e d by P r y . But P r y ' s 
t h e a t r i c a l t r a i n i n g e n a b l e s him to make a c l e v e r u s e o f 
t h i s t r i c k to l e a d t o a speedy r e s o l u t i o n o f t h e c o n f l i c t 
o f t h e p l a y . We n o t i c e t h a t Dynamene and Tegeus a r e drawn 
t o g e t h e r more i n t i m a t e l y b u t the f i n a l c o n f e s s i o n o f l o v e 
i s y e t t o come. In t h i s c o n t e x t o f h e s i t a n c y t h e l o v e r ' s 
c o n v e r s a t i o n t e n d s t o b e i n t h e d i r e c t i o n of e scap i sm o r 
a v o i d a n c e o f t h e c e n t r a l and amorous i s s u e and i t v e e r s 
round p h i l o s o p h y and o t h e r a b s t r a c t i r r e l e v a n c i e s . The 
Dynamene-Tegeus d ia logMs about " p h i l o s o p h y , " " p r o g r e -
s s i o n , " " r e t r o g r e s s i o n , " i n d i r e c t l y p o i n t s to t h e i r 
33 
c l o s e n e s s which Tegeus , u n a b l e to c o n t i n u e h i s p h i l o -
34 
s o p h i c a l e x p l i c a t i o n , c o n f e s s e s " I l o v e you, Dynamene." 
Th i s d i s c u s s i o n a t t h e i n t e l l e c t u a l l e v e l , moving i n c o n -
c l u s i v e l y , i s b r o u g h t t o a h a l t i n a humorous manner by 
Dynamene 's r e m i n d i n g h e r s e l f t h a t she had f o r g o t t e n to e a t . 
Having f o r t i f i e d t h e i r s p i r i t s w i t h e a t i n g , Tegeus and 
3 3 . I b i d . , p . 3 1 . 
3 4 . I b i d . , p . 32 . 
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Dynainene now rever t to the i r conversation about personal 
things l ike Tegeus's b i r th place, e t c . This i s because 
Tegeus knows about the personal history of Dynanene but 
Dynamene, too, should know the d e t a i l s of Tegeus* s b io-
graphy before she finally decides to be h is l i f e -pa r tne r . 
Tegeus narra tes his b i r th place and time of his b i r t h in 
terms of the images of f e r t i l i t y and of l i f e "the h i l l s / 
Between showers,** "milking time," "beechwood," "cradling 
of doves," "music? and the "melodious escape of the 
35 young r i v e r . " Tegeus i s thus a symbol of l i f e , of the 
posi t ive aspects of l i f e which i s confinred by h is own 
narrat ion of his place of b i r t h . Dynamene also nurtures 
the same images of v i t a l i t y and f e r t i l i t y . The imagined 
meeting of Dynamene and Tegeus when they were young symbo-
l i s e tha t th i s has beai a recurrent pattern of human l i f e . 
But in the immediate dramatic context, th i s serves as a 
stock dramatic device to express personal emotions about 
which a character feels hes i tant . 
Dynamene* s a t t ract ion towards Tegeus had not been 
shown as sudden but gradual and t h i s shows Fry's c r a f t s -
anship as a dramatist . She ta lks with Tegeus in such a m 
35. Ib id . , p . 33. 
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way that she entices him towards her. She says : 
You use 
The lamplight and the ipoon so ski l fu l ly . 
So arrest ingly, in and around your furrows. 
A humorous ploughman goes whistling to a team 
Of sad sorrow, to and fro in your brow 
And over your arable cheek. Laugh ft>r me. Have you 
Cried for women, ever ?3^ 
This conversation centres round praising each other , 
showing sympathy and tender consideration for each other , 
and the whole si tuat ion here i s in the nature of i d y l l i c 
cour t sh ip . 
Here the nature Images ~ "s tars los t and uncer ta in/ 
In the sea ," "the shining s a l t , the shiners/The galaxies , 
37 
the c l u s t e r s , the br ight grain whirling," — are not 
d i r ec t l y concerned with the immediate si tuation but they 
are those aspects of nature that are associated with p lea-
sure*, union, e t c , and throw l igh t on the growing i n t i -
macy of the lovers . This also shows Dynamene's untenable 
a t t r ac t ion towards Tegeus, the "Pibsurd disconcerting 
38 chromis," Sventually Dynamene* s amorous surrender to 
36, I b i d . . p . 35. 
37, Ib id , 
38, Ib id , 
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Tegeus i s u n e q u i v o c a l l y acknowledged when she d e c -
39 l a r e s T e g e u s ' s "nnasculine v i c t o r y " of **Sros." And 
when she r e p e a t s h e r d e s i r e for d e a t h , i t i s h e r d e s i r e 
t o b e c o m p l e t e l y submerged i n t h e o b l i v i o n of l o v e which 
c a n o n l y be c a l l e d e c s t a s y . Tegeus, on t h e o t h e r hand, 
u n d e r t h e i m p a c t o f asnorous f e r v o u r grows e l o q u e n t and 
a n t i t h e t i c a l t o t h e e x t e n t of b e i n g vague and i n c o m p r e -
h e n s i b l e . He s a y s : 
C a l l me 
Death i n s t e a d of Chromis . I ' l l answer t o a n y t h i n g 
I t ' s d e s i r e a l l t h e same, o f d e a t h i n me o r me 
In d e a t h , b u t chromis e i t h e r way.*^ 
C r i t i c s have been unhappy w i t h l i n e s l i k e t h e a3x>ve o n e s 
b e c a u s e t h e y r e q u i r e r e p e a t e d r e a d i n g s and hence can h a r d l y 
b e d r a m a t i c . But I f e e l t h a t Fry i s r e l y i n g i n t h e above 
l i n e s more on t h e a u d i t o r y e f f e c t o f t h e l a n g u a g e than on 
t h e l e x i c a l m e a n i n g s . Hence when t h e words a r e s a i d on 
t h e s t a g e t h e d r a m a t i c i n t e n t i o n of sweeping t h e a u d i e n c e 
t h r o u g h t h e f l o o d of sounds shou ld b e p roduced . 
The Tegeus-Dynamene c o n v e r s a t i o n c o n t i n u e s . Dynamene 
f e e l s t h a t s h e i s p ledge-bound t o j o i n h e r husband i n 
39. I b i d . , p . 36. 
40 . I b i d . 
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Hades and that her incl inat ion towards any other person 
would be a violat ion of her nuptial promise given to her 
husband. To t h i s , Tegaus reminds Dynamene the f u t i l i t y 
of such supers t i t ious pledges which go against the 
affirmation of l i f e . 
I , 
If I had bean your husband, would never dream 
Of expecting you. I should remember your body 
Descending s t a i r s in the floating l igh t , but not 
Descending in Hadas, I should say ' I have l e f t 
My wealth warm on the earth, and , he l l , ear th ^^ 
needs i t* 
Tegeus's catechism here, i s in fact, in the nature of the 
d ramat i s t ' s own vision of l i f e , that i s , af ter some sadness 
or painful experience l i f e should be renewed. 
Tegeus goes on to speak in "Dynamene* s deceased 
husband's personae : "repeat me in love, repeat roe in 
42 life,/itf)d l e t me sing in your blood forever." The per-
cep t ib l e impact of her husband* s voice through Tegeus i s 
already there . " I t ' s t e r r i b l e / l b be susceptible to two 
conf l i c t ing nor ths , " she declares . She feels to "have 
the const i tu t ion of a whirlpool," and i s "actually 
41 . Ib id . , p . 37. 
42. Ib id . 
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twirling** which i s , she i s not sure, more than a mere 
43 
"sensat ion," Dynamene, for sometime becomes conscious 
of social conventions, "Why, how could I return/To my 
44 friends ? Am I to be an entertainment ?" But the 
socia l taboos are too thin to hide her strong passion for 
l i f e and soon they are brushed aside as something which 
should not i n t e r f e re with the joys of l i f e . At the sugges-
t ion of being kissed by Tegeus, Dyneffnene admits that her 
soul i s already one with Tegeus. She says : 
I am there before I reach you; my body 
Only follows to join my longing which 
I s holding you already. — Now I am 
All one again."^5 
Pry be l ieves in the physical aspects of love also because 
l i f e means not only soul but body as well . This type of 
vision of l i f e may appear to some as not very noble but i t 
i s sanctioned with divine approval. Hjman pleasure i s a 
p a r t of God's design. The union of Tegeus and Dynamene 
symbolises a higher truth, i t i s a sanctif ied union which 
always helps divine creat ion. Here i s an echo of El io t 
who believed that the physical union of the two sexes for 
43. Ib id . 
44. Ib id . 
45. I b id . , p . 38. 
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procreat ive purpose i s , in fact , a divine design of 
perpetuat ing and multiplying human species . The whole 
a f fa i r i s envisioned in cosmic terms and here in l i e s 
Pry 's r e l i g i o s i t y . 
I t was the lamplight which had a t t rac ted Tegeus to 
the cemetary and to the pleasures of l i f e , where Dynamene 
too was waiting in the dark for l i g h t . Pry says that 
l i g h t always comes through darkness and that suffering i s 
not to be shunned but should be taken as a source of l i f e . 
Here, the vision of l i f e has a l l the aspects joined 
together — physical , amorous, s p i r i t u a l , divine, cosmic 
and exc i t ing . Tegeus, while summing up h i s a t t rac t ion 
towards Dynamene, i s elevated to the level of the e r o t i c . 
When t h e i r des i re reaches an ecstasy the romantic s i tua t ion 
at t h i s point i s in ter rupted by Tegeus* s reminding himself 
of the more mundane concerns of l i f e . Technically there 
i s n ' t any poten t ia l l e f t in the romantic story to go on 
any fur ther . Tegeus suddenly remembers tha t he i s on 
duty. The love, though romantic in i t s beginning and 
development i s not meant to ignore the dut ies of l i f e . 
Dramatically, as soon as Tegeus goes to have a look at 
the corpses, Doto wakes up. Doto's sleep was to allow 
the two charac ters to fully develop the plot of romantic 
54 
love. The play has a comprehensive p lo t .of death-wish 
and urge for l i f e and within tha t i t i s a complete 
romantic s to ry . 
The time allowed for the so ld ie r to go and check 
the bodies i s u t i l i z e d in a dramatic manner, for a conver-
sat ion between Dynamene and Doto. The wonder i s not that 
they are dead but tha t they are a l i ve . Life i s a miracle . 
When Doto says that Tegeus must have disturbed Dynamene* 
i t i s i r on i ca l l y t rue; she has been disturbed or s t i r r e d 
out of her death-wish. Under the impact of Tegeus/ the 
grave was no longer a su i tab le place for death but for 
l i f e . There are l i g h t comic touches when Dynamene despe-
r a t e ly t r i e s to get r id of Doto before Tegeus a r r ives . 
She, in fact , even confesses to Doto tha t her e a r l i e r 
decision of negation of l i f e was a wrong decis ion. The 
conversation of Dynamene and Doto has now c r y s t a l l i s e d in 
dramatic dialogue because the vagueness and incomprehensi-
b i l i t y has disappeared. This vagueness i s not a fau l t of 
Pry but in fact , in the beginning, the characters them-
selves are vague. When they have something concrete to 
say they are c l e a r . 
When Doto ul t imately decides to go Dynamene says: 
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"I won't delay you from l i f e another moment," Outside 
the graveyard Doto finds the moon which had been shining 
a l l along more exc i t ingly . Here Pry i s reinforcing the 
idea that l i f e i s in the world. In t h i s regard he 
d i f fe r s from El io t , Pry ' s vision of l i f e i s moire humane, 
more l og i ca l , more acceptible because of the emphasis on 
the pleasures of l i f e which are profound and unfathomable. 
47 And Doto r igh t ly says that "Life i s unusual ," Meaning 
of l i f e comes not from negation of l i f e but from a f f i r -
mation of l i f e . Dynamene's happiness i s complete when 
she says : "the void i s space again;/Space has l i f e 
again. ""^ ^ 
Having completed t h i s story of Dynamene and Doto 
going back to l i f e , the Dynamene-Tegeus l i f e i s taken up 
again, Tegeus returns to the cemetery with his face as 
"white as wool," announcing that one of the dead bodies 
hanging on the t ree i s missing, which means that Tegeus 
wil l have to take the place of tlje missing man; that i s 
according to "section s ix , paragraph/lthree i s the 
49 Regulat ions." Tegeus threatens to commit suicide but 
46. I b i d . . p . 44. 
47. Ib id . 
48. Ib id . 
49. Ib id . , p . 46. 
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he wants to die at the highest peak of h i s pleasure, on 
the l i p s of h i s beloved. Here & new suspense i s i n t r o -
duced in the s tory . We become anxious to know whether 
the romantic story brought to a happy point a few moments 
ago i s going to be crossed by dark clouds again. The 
suspense i s not resolved immediately which keeps our 
i n t e r e s t in the story at a pi tch of increased i n t ens i t y , 
Tegeus and Dynamene now discuss t h i s new and unexpectedly 
cropped up eventua l i ty . During t h i s discussion also Pry 
uses the opportunity to repeat and fur ther elaborate the 
vision of l i f e that he has presented e a r l i e r in the play. 
The conversation of Dynamene and Tegeus asse r t s tha t l i f e 
i s not a l l rosy, i t i s chequered with the doings of fa te , 
chance and mishaps. But the rubs of l i f e make the 
determination strong. Dynamene argues vehemently in 
favour of reasonableness, of re ta in ing t h i s l i f e , while 
in the beginning she was the one arguing against i t . Death-
wish will be an i n s u l t to l i f e . Here igain i s a re l ig ious 
fee l ing . Dynamene says ; 
Chromis, 
You must never d ie , never I I t would be 
An offence against t ruth.50 
50, I b i d . , p . 47, 
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Again she says : 
Kiss you and then 
Let you go? Love you, for death to have you ? 
Am I to be made the fool of courtsmart ia l ? 
Who are they who think they can d i sc ip l ine souls 
Right off the ear th ? What d i sc ip l ine i s that ? 
Chromis, love i s the only d i sc ip l ine 
And we* re the d i sc ip les of love. I hold you to that: 
Hold you, hold you.^l 
The Chris t ian feeling i s tha t you are given l i f e to l i v e 
and not to end i t . Life i s so sacred, so sanct i f ied that 
no one has the r ight to take i t . 
The conversation here i s a b i t elaborated to give 
more emphasis to the affirmative view of l i f e , to make i t 
humorous and to bring suspense. 
Signif icant ly i t i s Dynamene now, who was e a r l i e r 
the symbol of death-wish, from whom the suggestion to 
sustain l i f e comes. She suggests that the body of her 
hus^Jand wil l take the place of the dead criminal and 
convinces Tegeus of her logic t 
I loved 
His l i f e not. h i s death. And now we can give 
his death 
5 1 . I b id . , pp. 47-48. 
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52 The jx3wer of l i f e . Not h o r r i b l e : wonderful 1 
Here V i r i l i u s i s endowed with symbolic s i g n i f i c a n c e . He 
becomes a source of l i f e and i s connected with what Tegeus 
says in h i s catechism - "Let our love at l eas t /Echo and 
perpe tua te i t s e l f . " Fry has given a ph i losoph ica l t w i s t 
where death becomes a source of l i f e . Dynamene does a 
g rea t s e rv ice to her husband by making him a source of l i f e 
so t h a t he can move in the world. The source ( V i r i l i u s ) 
and the product (Tegeus) are both toas t ed in the end by 
54 Doto, "The mas te r . Both the m a s t e r s . " The dark 
becomes the source of l i f e so t h a t the two ge t s jo ined 
t o g e t h e r . 
A Phoenix too Frequent i s a shor t play but a r a r e 
p iece of w i t . The whole play i s "s teeped in i rony which 
r evea l s the hollowness of sent imenta l love through the 
55 pretended l o y a l t y and s e l f - d e n i a l of the young widow." 
The imagery of the play " i s organised by t h e 
rhythmic phoenix-myth ; a b inding p a r a l y s i s of l i f e i s 
52. I b i d . , p . 49. 
53 . I b i d . . p . 47. 
54. I b i d . , p . 49. 
55 . K.S. Misra, Twentieth Century English Poet ic Drama -
A Revaluation (Kew Delhi , Vikas Publ ish ing House, 
1981) , p . 282. 
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released by a rush of v i t a l i t y . " The phoenix i s a 
symbol of Immortality and v i t a l i t y . I t r i ses after every 
five hundred years from i t s own ashes to l ive again. Just 
as the legendary phoenix r ises from i t s ashes to l ive 
again, the body of the dead husband i s hung on the t r ee 
in the place of the dead criminal to save the l i f e of the 
l i v ing so ld ier , thus giving joy and renewed v i t a l i t y to 
the gr ie f - s t r icken wife. Vi r l l ius becomes a source of 
resurrection of a l l the characters and that has been 
conveyed through invocation to V i r i l i u s which cons t i tu tes 
the concluding l ines of the play. 
Dynamene ultimately rea l i ses that l i f e i s worth 
l i v i n g . I t was the same love which made her attempt 
suicide that gives her joy and becomes a source of renewal 
of her l i f e . She opts for love, l i f e and youth instead 
of death - "a joyful i l l u s t r a t i on of the Life Force at 
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work." Her love for l i f e , ambition and sensual feeling 
triumphs over her death-wish. By the end of the play the 
world i s not so gloomy and full of despair but i s a 
healthy place to l ive in . As our analysis of the play 
5 6. Emil Roy, Christopher Fr^, p . 143. 
57. Ed. James Vinson, Contemporary Dranatists (London, 
St . James Press, 1973), p. 274. 
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abov3 has establ ished t h i s vision of l i f e has dramatically 
grown out of human in terac t ions as well as external events 
l i k e the disappearance of the corpse. 
Though the play has a Roman background the Chr is -
t ian overtones are too potent to be missed. The t r ee by 
which the s ix dead bodies are hanging has re l ig ious symbo-
l i sm. I t i s a symbol of the c ross . Just as Christ i s 
ca l l ed the Savior of mankind, the body of Vi r i l ius i s 
hanged and there i s the resurrection of the dead husband 
in the person of the second husband, Tegeus. I t was on 
the t h i r d day in the tomb that the action takes place and 
Chr i s t was resurrected on the th i rd day. The eating and 
drinking of wine in the tomb i s symbolic of the Holy 
Communion. 
Through t h i s play Fry wants to impart to the people 
tha t l i f e i s not to be sneered at but should be enjoyed as 
i t i s , with a l l i t s problems and pains, miracles and 
myster ies . To destroy l i f e i s the biggest offence to 
l i f e . Life i s sacred and should not be destroyed at any 
c o s t . His aim i s not to r id icu le man's foolishness but 
to make him aware of his errors and weaknesses of the 
sou l . 
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Pry has quite often been taken to task for presen-
t ing f l a t charac ters , the dis t inct ion between whom i s 
blurred because of the i r using poetry with similar pxro-
sodic and rhythmic cha rac t e r i s t i c s . But as we have seen, 
the charac te r s , though having symbolical implications, are 
dis t inguished and individualised. But since Pry i s more 
in te res ted in assert ing a vision of l i f e , cer ta in amount of 
a l legor isa t ion of character becomes a dramatic necess i ty . 
Pry has been cirit icized for using a language which 
i s too b r i l l i a n t to be dramatic. Of course. Fry does use 
words, images, witty expressions, anagrams, an t i thes i s and 
circumlocutions as a s taple of h is dramatic dialogue. The 
audience used to the post-Ibsenian n a t u r a l i s t i c dialogue 
must have f e l t both t h r i l l ed and confused. But Pry 's aim 
was a heavy re l iance upon the auditory exploitat ion of the 
medium ra ther than upon the meanings of the words. However 
we may not ejoDnerate Pry completely from using at many 
places undramatic dialogue, Tegeus's eloquence and at 
places vagueness can be c i ted as an example of th i s draw-
back in Pry ' s dramaturgy. But what i s notable in Fry 's 
play under consideration i s that he, in a subt le , amusing 
manner, fuses the comic and the serious which are not p re -
sented by a l ternat ion but simultaneously. This s t ra in 
continues in Fry 's other seasonal comedies as well. 
CHAPTER I I I 
A YARD OP SUN 
A Yard of Sun (1970) i s t h e l a s t of P r y ' s s e a s o n a l ccHne-
d i e s . I t i s t h e l a s t no t i n t h e s eose t h a t i t r e g i s t e r s 
t h e f i n a l deve lopment of P r y ' s v i s i o n , b u t , i t i s w r i t t e n 
i n t h e s a n e s t r a i n of s e r i o - c o m i c mood. I t i s a summer 
ccsTjedy i n more than one s e n s e and g i v e s a f e e l i n g o f 
d i s e n c h a n t e d r e s i g n a t i o n . But t h e r e l a t i o n between t h e 
s e a s o n , c h a r a c t e r s , s e t t i n g and mood i s n o t so s t r o n g h e r e 
a s i n t h e o t h e r s e a s o n a l comedies o f P r y . The summer 
e l emen t i s seen as more b r o a d l y s p r e a d o v e r and n o t c o n -
c e n t r a t e d i n one c h a r a c t e r o r s p e c i f i c s i t u a t i o n . 
The p l a y i s s e t in J u l y i n S i e n a j u s t a f t e r t h e 
Second World War. The p l o t r e v o l v e s round t h e f ami ly of 
A n g e l i n o Bruno who has t h r e e s o n s . R o b e r t o , t h e d o c t o r i s 
an a n t i - P a s c i s t p a r t i s a n , L u i g i was a b l a c k s h i r t , i . e . , a 
s u p p o r t e r o f t h e F a s c i s t p a r t y bu t now has become a 
r e p o r t e r o f f o o t b a l l matches i n t h e l o c a l n e w s p a p e r s . The 
y o u n g e s t son , Edmondo, t h e b l a c k sheep of t h e f a m i l y , h a s 
made a f o r t u n e i n Por tuga l by smuggling war m a t e r i a l s and 
p r o v i d i n g them t o b o t h t h e p a r t i e s i n t he Second World War. 
T h e i r n e i g h b o u r and f r i e n d , C e z a r e Scapare had d e s e r t e d 
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the army and was in hiding but was betrayed by his 
daughter Grazia. When the play opens there i s excitement 
in the c i ty because the Pal'io or the ceremonial bare-backed 
horse race i s about to take place between the parishes of 
the c i t y . Angelino Bruno i s busy se t t ing the Palazzo 
r igh t for the expected rich customers. Another reason for 
the happy mood of the people of Siena i s that they have 
an excellent horse and a good jockey, Cambriccio, who 
has been sent to them by someone whose ident i ty i s not 
known. Alfio Scapare, Cezare 's son whom he had l e f t a 
long time ago, has also come to Siena from Naples as a 
jockey of the r iva l s ide , to earn money for h is sick 
mother. As i t turns out the r ich customers to occupy 
the Palazzo are none other than Angelino* s son, Edmondo 
and h i s daughter-in-law, Ana-Clara. And i t was Edmondo 
who had arranged for Cambriccio to win the race for his 
people. Edmondo also wants to put his 'bunkered family 
back on the f a i r way,' but t h i s i s more to sat isfy his 
own ego than out of any genuine feeling for them. The 
fa ther i s happy with the return of his son but the brothers 
quar re l , especial ly Roberto, who reproaches Edmondo for 
h i s unscrupulous prof i teer ing while the country fought 
and suffered. 
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In the beginning of act two, Gambriccio i s hurt 
in the pract ice run and i s admitted to the hospi ta l . 
Edmondo bribes Alfio and asks him to give up his claim to 
victory but Alfio i s adamant as he wants to show his worth 
to his los t father, Cezare, who has now returned. Now 
Luigi i s persuaded to win the race for the par ish. Edmondo 
f ina l ly gives up the pretence of befriending the family 
and in the end leaves along with his wife, while the 
family and the people of the parish are l o s t in excitement 
over the victory of the i r horse, of which Luigi gets the 
whole c r e d i t . 
The story thus narrated above has a few elaborate 
scenes of furious horse racing watched by enthusias t ic and 
clamorous audience and would have been projected be t t e r on 
a screen than on the s tage. But never theless , the play 
provides in te res t ing reading and contr ibutes to Pry* s 
fa i th in humanity as a whole with i t s message of hope, 
reconci l ia t ion and harmony without a l together re jec t ing 
the serious and depressing moments of l i f e . 
The play opens on a pessimist ic note of hopeless-
ness in the dialogue between Angelino and Roberto. Roberto 
i s c r i t i c a l about the world and says in h is opening speech: 
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Don't you know i t ' s a d i r ty world, father ? 
And everyday i s as dir ty as another. 1 
Roberto wants to have a bath but i s inforrred by his father 
that the water has been "turned off at the mains" because 
2 
of the "stonp" l a s t night. Roberto already knows about 
the stomn as he had been out in the night to attend to a 
pat ient who l ived t i l l J 
. . . The storm las ted . 
Then he seemed to notice the s i lence : put 
out his hand 
As though he'd been shel ter ing in a doorway. 
Looked up, and made off.^ 
I t may be useful to note that the images used in the 
opening s i tua t ion of the play from nature —"storm," "thun-
4 der , " "flood," "rain" e t c . , symbolise obstruction and 
d i f f i c u l t i e s in man's journey towards sp i r i t ua l regenera-
t ion , which the play explores at a deeper level of s ign i -
f icance. 
When Angelino i s told about the death of the pa t ien t , 
h i s response i s : 
1. Christopher Pry, A Yard of 3un (London, Oxford 
Universi ty Press, 1970), p . l . All subsequent textual 
c i t a t i o n s are from th i s edi t ion . 
2. Ib id . 
3 . I b id . , p . 2. 
4. I b id . , pp. 1-2. 
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Still, 
You did your best, poor old Giovanni. So 
you knew 
The streets were flooded : It overflowed the j. 
sewers. 
The above two l ines show the prac t ica l , matter-of-fact 
a t t i t ude of Angelino who regards death as an obvious, 
accepted fact and ta lks about i t in a casual way. He 
bel ieves tha t the pains and problems of the world cannot 
be al together rejected but should be car r ied along with the 
affirmative things of l i f e . The problems are God given 
and should be accepted without a fuss. Instead, one 
should thank God for not giving more problems. He says : 
I ' v e ssdd the flood-water floated the sewers '. 
Why don ' t you l i s t en ? That's an A^t of God 
. . . 1 you ought to be saying seven Hail Mary's 
For not having to wade up to your gorge 
Through an epidemic.^ 
Angelino wanted to l ive peacefully and enjoy his l i f e with 
h i s sons whom he also helps in their careers t « t a l l in 
vain, because none of the sons could become the saviour 
of the family. He i s even d issa t i s f ied with himself. He 
says to Roberto : 
5. I b id . , p . 2. 
6. Ib id . 
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You are not good enough for.me, your brother 
Luigi i s n ' t good enough for me, I 
Am not good enough for me.7 
But in sp i te of a l l th i s he i s not without hope and believes 
t ha t the "efivdronment i s in for a transformation." He 
i s excited at the prospect of opening up the Palazzo again 
which has been taken by some unknown rich customers. He 
i s f i l l e d with high s p i r i t s at the idea of gain and makes 
no secret of i t : 
We have r ich cows coming to be milked. 
And t h e y ' l l introduce us to other rewarding 
udders, 
And» before you know, we have the most 
profi table 9 Restaurant in Siena. 
Angellno i s fu l l of hope and wants to l ive l i f e to the 
fu l l e s t t i l l i t l a s t s . And herein l i e s Fry 's vision of 
l i f e . He bel ieves that l i f e should be enjoyed and l ived 
along with the pa ins . The negative aspects of l i f e are 
not a l together rejected, they are there a l l along with 
the joys of l i f e and should be taken in t he i r own s t r i d e s . 
Fry makes h i s view go home through Angelino' s speech who 
7. I b id . , p . 3. 
8 . Ib id . 
9 . I b i d . , pp. 4-5. 
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i s a l l for l i f e but who does not a l t oge the r r e j e c t 
Rober to ' s negat ivism towards l i f e . For example, Angelino 
says : 
I l i k e th ings to have a shine to them -
Pnd I know the sun can l u r e l a r k s with b i t s 
of t i n 
And pheasants wi th a mi r ro r , and a l l t h a t 
macaroni. 
I won't say you are not r i g h t . 
While the argument between Angalino and Roberto i s going 
on, Luigi i s heard s inging down the s t r e e t , Roberto i s 
even c r i t i c a l of h i s s inging t o which Luigi says : 
You look l i k e one of your p a t i e n t s -
A p i t y on the f i r s t day of a b e t t e r world. ^^ 
Luigi i s in a happy mood and i s f u l l of hope. The sun o r 
l i g h t has always stood for l i g h t and energy. Luigi i s 
e c s t a t i c a t the resurgence of new l i f e a f t e r the war. He 
says : 
I remembered i t as soon as i t was l i g h t . 
. , . , we ' re a l l new men 
In a new world. I s tood a t the window, l i k e Adam 
Looking out on the f i r s t garden.^^ 
10. I b i d . , p . 4. 
11 . I b i d . , p . 5 . 
12. I b i d . 
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As the play proceeds Luigi and Roberto acquire symbolic 
s ignif icance. While Luigi stands for hope and renewal of 
l i f e , Roberto stands for the pessimistic a t t i tude towards 
l i f e . What Luigi says about Roberto i s qui te true : 
You only see l i f e through a r i f l e - s i gh t 
And only hear i t through a stethoscope. 
You're always either ki l l ing or curing. You won't 
Allow that l i f e ever knows her own business. 13 
This portrays Roberto as a mechanical being while Luigi 
l i ves l i f e as i t comes to him and has the good sense to 
accept even defeat and l o s s . 
The Second World War has ended and new l i f e emerges' 
out of i t s destruct ive violence. There i s excitement in 
the a i r and the main reason for th i s eicitement i s the 
Palio which can be taken for the Phoenix, giving renewed 
v i t a l i t y and l i f e to the people. The Palio seems to take 
them back in years , to the happy old times before the 
des t ruc t ive war broke out . Luigi i s ecs t a t i c at the 
thought of the Palio and says : 
Doesn't i t l i f t your heart to think w6're 
behaving 
13. Ib id . , p . 6. 
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Like old times 1^^ 
He considers opening the Palazzo again as a "bright begi-
nning" after the war. The hot summer sun i s shining 
which Luigi feels would "decontaminate the place" and 
make i t a healthy and l ive ly place to l ive i n . The 
argument between the brothers shows a marked difference 
between t h e i r a t t i t ude towards l i f e . During the argument 
Edmondo's name i s mentioned which the father does not want 
to hear, and that i s because Roberto feels that he wants 
to "ignore the uncomfortable," Luigi i s in no mood 
to argue. In fact, he says, he had come there "dispen-
sing drop of l igh t . "^^ 
Grazia i s cal led for by Angelino as she had promised 
to help him in get t ing the Palazzo ready but she i s nowhere 
to be seen. Angelino says tha t "she thinks eternal l i f e 
i s one of the basic/Piiman r i gh t s , a kind of public swimming 
18 ba th . " Ultimately Grazia enters upon the scene with a 
young man, Mfio , with her. Grazia herself i s ecs ta t i c 
about the horse race . In fact , she was l a t e because she 
14. Ib id . 
15. Ib id . . p . 8. 
16. Ib id . , p . 9. 
17. Ib id . 
18. Ibid. 
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had stopped to watch the preparations for the Palio which 
were going on in ful l swing. The people of Siena are 
also full of enthusiasm and Grazia supports this when 
she says : 
Everyone I spoke to was a shade off balance 
As though he had decided to go up in a bad loon. 1^ 
Luigi feels tha t only he and Grazia rea l ly feel the 
ejcitement and hopes that be t t e r l i f e will come as the war 
has now ended : 
The happy times are coming out of t h e i r shel ter 
They' l l be a b i t pale at f i r s t un t i l the l igh t 
Gets to the skin; but t he re ' s a taste in the a i r 
Of what i t was l ike when we were boys.. .20 
Alfio, who has been hired by the r iva l Dragon d i s t r i c t for 
the Pal io, wants information about his father, Cezare 
Scapare. Alf io ' s questioning Luigi and Roberto, t h e i r 
uninterested and vague answers and then Alfio 's bewilder-
ment and confusion make him "as jumpy as a cat" which i s 
quite comic. Angelino i s called to ta lk to Alfio but even 
he i s not in te res ted in his questions but i s more interested 
in the Palio and t e l l s him that he i s no threat to them 
19. Ib id . , p . 11. 
20. Ibid. 
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because they have got Cambriccio who i s "an immortal 
c e n t a u r of a man** and "His r id ing i s l i k e holy love in 
21 
a world/Given over to bed-bouncing." But they do not 
know t h e i r benefac to r who has procured for them the s e r -
v i c e s of Cambriccio. At Rober to ' s i n t e rven t ion Alfio 
comes to know the t r u t h about h i s f a the r , who l ived in 
t h a t p a r i s h with a woman c a l l e d Giose t ta , known to be h i s 
wife , and daughter Grazia. He had jo ined the army during 
the war t u t soon dese r t ed to help h i s a i l i n g wife and ove r -
burdened daughte r . But he was betrayed and soon taken 
from t h e r e t o where they do not know. Alfio wants to know 
whom they suspec t to have betrayed h i s f a t h e r and Angelino 
r e p l i e s : 
Suspicion 7 Suspicion 
Was l i k e a l o c a l s i rocco blowing g r i t 
I n to a l l our eyes, u n t i l even s a i n t s would 
look sh i f ty .22 
Fry wants t o imply t h a t in t h i s small l i f e , one should 
l i v e happi ly with love for each other and not hat red and 
suspic ion which make o n e ' s l i f e d i f f i c u l t . Alfio i s even 
scolded by Grazia who says : 
2 1 . I b i d . , p . 16. 
22 . I b i d . , p . 18. 
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You're l i k e 
A dog s c r a t ch ing for an old bone 
With mud p l a s t e r e d on your snout 
And your paws going l i k e a piston.^-^ 
The animal imagery of r a t , c a t , dog and horse also r ep re -
sen t c o n t r a s t of s p i r i t . The dog ' s tendency to bark, b i t e 
and hang on shows fe roc ious and r i g i d human d e s i r e s which 
may l ead to d e s t r u c t i o n . 
In t h i s p lay Pry has pa in ted a p i c t u r e where the re 
i s hope but a t t h e same time the re i s suspicion and ha t red 
which has l e f t i t s mark even a f t e r the war has ended and 
where people have l ea rned t o endure and be p a t i e n t . This 
i s what G i o s e t t a t e l l s Alfio : 
The n igh t they came for him 
I s n ' t ha l f an hour o ld ye t for you. But we 
Have borne i t nea r ly t h r ee y e a r s . . . 
After a time 
You have to want to look a t people again. 
You have t o wake in the morning, without the light 
Pushing you back down on the ma t t r e s s . ^^ 
Ana-Clara, a beau t i fu l woman from Portugal and wife 
of the r i ch customer they had been expecting puts in her 
2 3 . I b i d . , p . 24. 
24. I b i d . , p . 27. 
74 
appea rance a t t h e t ime when L u i g i and Rober to a r e f i g h t i n g 
o v e r t h e l i t t l e w a t e r they have and which Rober to wants 
a l l f o r h i m s e l f . Ana-Clara d o e s n ' t want much wate r 
e i t h e r as a ' d u s t - b a t h * i s a l l she n e e d s . Dust h e r e 
s u g g e s t s d i r t i n e s s and c r a c k s and t h e d u s t - b a t h would g i v e 
h e r c l a r i t y of v i s i o n . She g i v e s f u r t h e r i n s i g h t i n t o h e r 
c h a r a c t e r when she says : 
Women p r e f e r t o sp in a home^ 
Out of t h e b e l l y l i k e a s p i d e r . 
Not b e l a i d i n i t l i k e a c u c k o o ' s egg .25 
T h i s shows h e r l i b e r a l and roman t i c n a t u r e w i t h a c r a v i n g 
f o r n o v e l t y and a d v e n t u r e . L u i g i a s k s h e r whether i t i s by 
chance t h a t s h e h a s a r r i v e d t h e r e t h i s week -
The week of t h e P a l i o - t h e s e n s a t i o n a l week 
When t h e c i t y c e l e b r a t e s an immorta l i d e n t i t y . 
When i t hyms our power of su rv iva l over o p p r e s s i o n . 
D e f e a t and d e a t h ?26 
New l i f e has s p r u n g ou t o f t h e fu ry o f war b u t he re l i f e 
and d e a t h a r e i n t e r t w i n e d , t h e p r e s e n c e of one h e i g h t e n s 
t h e i m p a c t of t h e o t h e r and makes i t more f o r c e f u l . Though 
Pry h a s r e j e c t e d t h e i d e a of pess imism and d e s p a i r in t h e 
2 5 . I b i d . , p . 3 1 . 
2 6 . I b i d . , p p . 31 -32 . 
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world, he i s concerned with the "immortal ident i ty" of 
man and the values attached to m.ankind. Here Fry portrays 
a society whose people are in search of inner r ea l i ty and 
iden t i ty of the self . The crux of i t a l l i s that man i s 
craving for sp i r i tua l regeneration in a competitive, mate-
r i a l i s t i c society. More exp l i c i t ly Luigi t e l l s Ana-Clara 
tha t -
We celebrate in the Palio : 
Pride in our f l a i r for resurrect ion. 
Excitement, violence and r iva l ry . 
With the Mother of God as carnival queen.^7 
After the war there was excitement among the people in the 
c i t y which was r i s ing towards culmination due to the horse 
race . The description which Ana-Clara gives of the Palio 
cor rec t ly shows the warm feeling of regeneration for which 
i t s tands. She describes the fes t iva l of Palio as an unhu-
r r i ed lovemaking which slowly reaches i t s climax : 
At l a s t when the corporate body had been tautened 
Absolutely to expectat ion's l imi t 
There comes the violent re lease , the orgasm. 
The animal explosion of the horse race. 
Bare-backed and savage. ^ 8 
27. Ib id . , p . 32. 
28. Ib id . , p . 33. 
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The image of the h o r s e t u r n s o u r t h o u g h t s towards 
God, t h e c o m p e l l i n g fo rce i n man ' s e x i s t e n c e . And t h e 
h o r s e r a c e a t t h e P a l i o i s p r e s e n t e d h e r e as a symbol of 
h o l y l o v e . What Fry wants t o say i s t h a t i f t h e r a c e 
can be won by r i d i n g , so t h e r a c e of s p i r i t u a l r e g e n e r a -
t i o n can b e won by holy l o v e . 
Pry i s aware of t h e l o s s o f v a l u e s and s t a n d a r d s 
b u t he c r a v e s f o r a f r e s h s t a r t where t h e r e i s harmony and 
h o p e . The p e o p l e o f S i e n a a f t e r t h e war , t o o , l o n g s f o r 
a f r e s h s t a r t and a r e s u r e of t h e i r v i c t o r y which Pna-
C l a r a c a l l s '•A lamb l i k e f a i t h / In l i f e ' s j u s t i c e , * Pnd 
29 L u i g i e m p h a t i c a l l y s a y s , "But t h i s i s a c e r t a i n t y ' . " 
As t h e c o n v e r s a t i o n between L u i g i and Ana-Clara 
g o e s o n , t h e e x p e c t e d r i c h cus tomer a r r i v e s and t h i s 
c a u s e s g r e a t s u r p r i s e b e c a u s e he i s none o t h e r than Edmondo, 
t h e good f o r n o t h i n g son . But c o n t r a r y t o h i s image he 
comes w i t h an a i r and s p l e n d o u r n a t u r a l t o a man of f o r t u n e . 
The f a m i l y wan t s t o know how Edmondo changed h i s f o r t u n e 
b u t Ange l ino i s swept of f h i s f e e t and s ays : 
We c a n ' t have t h e s t o r y f r i t t e r e d away, 
. . . I want to s avour i t . 
2 9 . I b i d . , p . 34 . 
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Every blessed minute of the advanture 
Since you went out through the door, I'm 
starving for i t . 
But I won't be fed with crumbs.30 
And Luigi says ; 
We need excitement. 
Nothing but a war ever happens 
lb us stay-at-homes,31 
The above l i ne s show that the people of Siena are hungry 
for some sor t of excitement to enliven the i r dull and 
to r tured l i f e . Pry believes that man's responsib i l i ty i s 
not to force one ' s values on l i f e but to accept l i f e as i t 
comes with a l l i t s joys and pains, and herein l i e s the 
p o s s i b i l i t y of fulfilment in th i s world. 
Edmondo and Ana-Clara t ry to convince the family 
tha t the former has returned home because he feels genuine 
affection for them and wants to change the i r condition. I t 
i s for t h i s tha t he had also hired Cambriccio to ensure 
t h e i r v ic tory in the horse race . He says ; 
there isn* t 
Place for anything less than to ta l pleasure, 
30. I b i d . , p, 40. 
31. I b id . , p . 41 . 
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32 Not in my o r g a n i z a t i o n of l i f e , anyhow. 
He wants t o l i v e l i f e to t h e f u l l e s t b u t t h i s t o t a l p l e a -
s u r e w i t h o u t any c o n t r a d i c t i o n seems s u p e r f i c i a l . I t i s 
t h e ^ e n s e of p a i n which g i v e s meaning t o t h e l i f e and t h e 
j o y s o f l i f e and makes I t more humane and l i f e - l i k e . 
G r a z l a wants t o know how he c o u l d b e a r 
That s i l e n c e ; n o t exchanging a word 
Or t r y i n g to f i n d o u t what was happen ing . 
. . . and s imply p l an 
l b come back as though n o t h i n g c o u l d have 
changed . ^3 
Edmondo i s p o r t r a y e d as t h o r o u g h l y m a t e r i a l i s t i c o p e r a t i n g 
on t h e mundane l e v e l , n o t c a r i n g about o t h e r s and i f he 
does s o , i t i s t o s a t i s f y h i s own e g o . He a rgues t h a t 
he had " u s e f u l c o n t a c t s i n h i g h p l aces /who would g i v e a 
34 p r e s e r v i n g eye t o my f a m i l y . " To t h i s R o b e r t o ' s 
r e j o i n d e r i s : "Who were t h e s e b e n e f a c t o r s ? / The Black 
B r i g a d e s ? The 3 , S , ? Or t h e g e n o c i d e s / Of B e r l i n ? What 
35 
c i r c l e of t h e i n f e r n o / Do we owe o u r p r e s e r v a t i o n t o ? " 
The c r u x of i t a l l i s t h a t Edmondo escaped when 
32 . I b i d . , p . 4 2 . 
3 3 . I b i d . 
3 4 . I b i d . , p . 4 3 . 
3 5 . I b i d . 
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t h e r e was su f f e r i ng and pain but re turned a f t e r the wax 
when they were hoping for a resurgence of happy l i f e* 
wanting to t ake the c r e d i t of a l l the good tha t could 
happen to them and i n s p i r i n g them to have a c h i l d - l i k e 
f a i t h in him. As for example Luigi says : 
Good o ld Edmondo, you can 
Lead me by the hand anywhere you l i k e . ^ ^ 
Edmondo i s t r e a t e d as a g rea t saviour of t h e family and a 
new hope for t h e community. His c h a r a c t e r i s por t rayed by 
h i s wife in the following words : 
Le t me say t h i s : no man bom could have t a lked 
About you a l l with such r e l e n t l e s s affect ion 
As Edmondo did , u n t i l I could see you b r e a t h e . 
. . . Any man can make a woman h i s wife. 
But Edmondo made me daughter and s i s t e r , too/ 
As i f I always had been, by the force of h i s 
memories. 
From the day I first met him his guiding thought 
Has been to come home with his arms crowded with 
blessings. 
37 I t become my p u r p o s e , t o o . 
As t h e c o n v e r s a t i o n p r o c e e d s , Edmondo asks about 
Giovanni L e v a n t i from whom he had borrowed money b e f o r e 
36. I b i d . , p . 45 . 
37. I b i d . , pp . 44-45. 
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escaping from Siena. He l e a r n s t h a t Levanti i s dead and 
h i s son was a lso k i l l e d in the war. Edmondo says : 
What a shame 
I c a n ' t s u r p r i s e him, though I had i t a l l 
p lanned. . .38 
As i f joy and happiness i s something which can be planned 
and o rgan i s ed , Roberto reproaches Edmordo for iirmcrally 
making h i s fortune while t h e i r country was indulged in war, 
f i g h t i n g and su f fe r ing . Roberto wants to know the trxjth 
about him because he says " the h e a l t h of the present t ime 
i s too c r i t i c a l / To swallow t a i n t e d meat for the sake of 
39 
t h e g a r n i s h . * On t h e o the r hand, Grazia who seemed to 
have been in love with Edmondo i s now sad because he has 
r e t u r n e d along with h i s b e a u t i f u l wife, Ana-Clara. But 
Grazia accepts na ture*s v e r d i c t g race fu l ly , puts up a 
brave f ron t and dresses in one of her bes t d r e s s e s , which 
she says i s 
In p r a i s e of l i f e , of cou r se . For the t r ave l l e r ' s 
Return, and po ts of gold, and the sound of the 
world 
Plying in to the sun, whatever we ought to 
c e l e b r a t e . 40 
38. I b i d . , p . 46. 
39. I b i d . , p . 48. 
40. I b i d . , p . 49. 
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Act two begins with a conversation between Giosetta 
and Angelino when they are impatiently waiting for the 
other manbers of the family to come back after watching 
the p rac t i ce run. Giosetta thinks that t he i r impatience 
i s a sign of old age and that t he i r time of adventuring i s 
over but Angelino disagrees with her saying : 
Impatience 
I s n ' t a sign of age, quite the opposite 
I want to get on with l i f e , t h a t ' s a l l ; I'm restless 
To know everything.^1 
Angelino i s in a happy roood because everything i s going 
on as he wanted, the summer roood i s also having a t o l l on 
him insp i r ing in him a r e s t l e s s urge to penetrate the won-
ders and mysteries of l i f e and revel in them. "Life consists 
42 of love for l i f e . " And th i s i s what Pry pers i s ten t ly 
t r i e s to convey. Angelino refuses to agree with Giosetta 
that there i s any demarcation in enjoying l i f e as far as 
the age of a person is concerned. He wants to say that 
old age or any other depressing factors should not bedim 
t h e i r i n t e r e s t in l i f e and in i t s mysteries, miracles 
and wonders. 
41. I b i d . , p . 51 . 
42. Emil Roy, Christopher Fry (London, Southern 
I l l i n o i s Press, 1979) , p . 24. 
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Dur ing t h e c o n v e r s a t i o n G i o s e t t a t e l l s iVigelino 
t h a t s h e h a s g o t a message from someone s a y i n g t h a t 
C e z a r e was seen a t B r a t i s l a v a which means t h a t he i s on 
h i s way home. G i o s e t t a d o u b t s t h e outcome of her r e l a -
t i o n s h i p w i t h C e z a r e and h i s f e e l i n g s towards her a f t e r 
t h r e e y e a r s o f s e p a r a t i o n / as she had been l i v i n g wi th 
him w i t h o u t b e i n g m a r r i e d t o h im. There i s a C h r i s t i a n 
o v e r t o n e h e r e b e c a u s e i n C h r i s t i a n i t y t h i s k i n d of r e l a -
t i o n s h i p i s a s i n . G i o s e t t a even t h i n k s t h a t Ceza re was 
t a k e n t o t h e c o n c e n t r a t i o n camp as a punislwient f o r t h i s 
s i n . Ange l ino t r i e s t o r e a s s u r e h e r s a y i n g t 
I g u a r a n t e e 
Whatever h e ' s been t h ro ugh he w o n ' t have l o s t 
The memory o f you t u r n i n g down t h e bed c l o t h e s -
He w i l l have k e p t you w i t h him: l i k e any o t h e r 
Marooned man who has t o i m p r o v i s e 
His woman o u t o f a d e s e r t , ou t o f a b r e a t h i n g . 
C i n d e r from t h e s t o v e , . . . 
any t h i n g t o k e e p 
43 Body and sou l t o g e t h e r u n t i l he* s r e s c u e d . 
G i o s e t t a t e l l s Ange l ino t h a t C e z a r e ' s wi fe had been i l l 
even when t h e y g o t m a r r i e d and i t seemed t o C e z a r e t h a t 
he had been t o r t u r i n g h e r "so he ran f o r h i s l i f e . " 
4 3 . I b i d . , p . 5 5 . 
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Giosetta goes on to say that -
He has been happy here - not always happy 
Questions would come ro l l ing over him 
Like tanks every now and then ; was he sure 
She was bet ter off without hlml^^ 
Here Pry wants to say that l i f e i s not rosy a l l the time 
but i s chequered with problems here and there . If a 
person 's conscience i s c lear there i s be t t e r hope of 
leading a happy l i f e . Cezare himself suspects his deci -
sion of leaving h is wife and son. He d idn ' t have the 
s t rength to face r ea l i ty and can take refuge in get t ing 
drunk whenever his memories got too painful for him. 
Giosetta i s not allowed to carry on th i s depressing 
discussion for long because Grazia enters at tha t time 
dressed up as a model. Edmondo thinks tha t she would 
make a good model so she i s being pictured to see i f she 
i s photogenic. The photographer ta lks to her as i f she 
i s not a l iv ing person with emotions but an object which 
can be measured and manipulated as one wishes. He says : 
Economize 
On Body as much as you can. Try to think 
44. Ib id . , p . 56. 
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V e r t i c a l l y , n a r r o w . . . 
. . . I want to see you 
Without h i s t o r y or c l a s s : a pure, simple 
Human idea without human f a l l i b i l i t y . ' ^ 5 
In f a c t . Fry wants t o say t h a t i f a person has emotions 
he i s bound t o make e r r o r s which make h i s cha rac t e r r e a l 
and l i f e - l i k e . 
At t h i s moment Roberto and Ana-Clara en t e r s the 
scene . Roberto i s angry to see Grazia being p i c t u r e d and 
asks t h e photographer to pack off . Even Grazia i s " t i r e d 
of being o t h e r people" and goes i n s i d e saying "I 'm going 
46 t o change i n t o myself aga in . " 
I t i s Ana-Clara 's Joyful na tu r e which accen tua tes 
Roberto ' s pessimism. Roberto had taken Ana-Clara on a 
t o u r of the c i t y , showing her the cond i t ions in which t h e 
people l i v e d and when asked about how she f e l t about i t , 
she says : 
I wasn ' t shocked. I t r i e d to feel 
Responsible because I knew you expected i t . 
But no, most of the time - most of the time -
Well, I was happy.*^ 
45. I b i d . , p . 58. 
46 . I b i d . , p . 59. 
47. I b i d . , p . 60. 
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While Roberto, a non-conformist who p r o t e s t s against the 
whole vgorld "somehow changed each room/ Into a l i t t l e ark 
48 bobbing on the f lood ," Ana-Clara goes on to say 
"I wasn ' t t o know/ You kept a sense of humour cur led u p / 
49 In your black bag . " This shows Roberto 's eager d e s i r e 
to enjoy l i f e : the urge for l i f e which had remained 
donnant i n s i d e him now peeps through the th in veneer of 
pessimism. Ana-Clara be l i eves t ha t Roberto consciously 
concea l s the urge fo r l i f e inherent in him while a l l t h e 
t ime he d e s i r e s to be wanted and p ra i s ed . She says : 
You wanted me to see you a t work, your cuffs 
Turned back, re laxed in your own e lanent . 
And obviously worshipped. And I saw t h i s 
marvel lous ly . 50 
Fry b e l i e v e s t h a t t h i s shor t l i f e on the e a r t h should be 
l i v e d happi ly and with hope for the b e t t e r . This i s what 
makes l i f e easy and l i v a b l e for us as well as for everyone 
l i v i n g around u s . And t h i s i s what Ana-Clara says to 
Roberto : 
I d o n ' t know why you objec t 
To being generous to me, and human - the very 
48 . I b i d , , pp. 60-61. 
49 . I b i d . , p . 61 . 
50 . I b i d . 
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Charm in you that does them good.^^ 
Again, she goes on to say -
You don ' t know where your strength i s . 
You deploy in the wrong direction.^2 
The des t ruct ive war has l e f t i t s ugly mark: the conditions 
are bad, but Fry feels that the only thing we can do i s 
to t ry to make l i f e easier by looking up to the future 
with hope for the b e t t e r . 
As Ana-Clara decides to go and change, Luigi and 
Edinondo comes back from the preliminary race announcing 
tha t the jockey, Cambriccio had fallen off the horse becaiase 
of some ver t igo problem and had to be admitted to the 
hospi tal in an unconscious s t a t e . Edmondo says that he 
will use his contacts and find a subst i tu te but the family 
suffers a set back and Angelino says : 
What a minefield 
Life i s '. one minute you're taking a s t ro l l 
in the sun. 
The next your legs and arms are al l over 
the hedge. 
There's no dignity in i t . 5 3 
5 1 . 
5 2 . 
5 3 . 
I b i d . 
I b i d . , 
I b i d . , 
p . 
P -
6 2 . 
6 4 . 
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Fry makes Angelino h i s mouthpiece when he t r i e s to say 
t h a t in t h i s world mar has l o s t h i s i n i t i a t i v e and has 
become a p l ay th ing in the hands of chance and unforseen 
c i r cums tances . In fac t i t i s man alone who has to face 
the n a t u r a l e v i l t h a t i s death and soc ia l d i s a s t e r tha t 
i s war, famine, f lood e t c . 
As Angelino leaves the scene, Ana-Clara, fed up 
with the i n q u i s i t i v e n e s s of Roberto, t e l l s him of her 
poor background : 
I was bom 
In a Lisbon slum, in a room more po l lu t ed . 
More of a crowded dungeon under a moat. 
Then- anywhere you have showm me today. At f i ve 
I was a b e t t e r beggar than a l l the nuns 
Or Por tuga l , and as sharp as an adult r a t . ^ ^ 
But she had the w i l l to succeed and improve her s t a t u s 
and she did exac t ly t h a t not ca r ing f o r the means she had 
to adopt to do so . Ana-Clara 's s t rong i n t e r e s t in the 
p l ea su re s of l i f e even amidst war and death somewhat e n l i -
vens the grift mood of the p l ay . She t e l l s Roberto t h a t a t 
t h e age of f i f t e en she l i v e d with an ac tor who was " l i k e 
54. I b i d . . p . 65. 
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a redeemer/ Piercing the darkness," for her. For two 
years he taught her to speak and move in order to make 
her an actress but then she began "to crave for rea l i ty" 
and became a "pupil mistress" to a universi ty l ec tu re r . 
I t was when the univers i ty l ec ture r deserted her that she 
found Edmondo and with him she found "nothing to frown" 
on her. But Roberto feels that she i s not b l i s s fu l ly 
happy with Edmondo and toa-Clara repl ies : "can anyone be 
at perfect ease with l i f e ?" And Roberto says : "with 
56 l i f e , or with himself - / which do you mean ?" In fact 
the play brings to l i g h t the inner search going on among 
individuals for iden t i ty of the self and more so they want 
to search out the ways of God to men. Thus the characters 
in th i s play do not exis t as individuals but as represen-
t a t i ves of humanity as a whole. 
As the play proceeds i t i s made clear that Roberto 
and Ana-rClara are in teres ted in each other and Roberto 
openly f l i r t s with her. I t i s the warmth of summer which 
makes them heady and inc i t e amorous feelings in them. 
Edmondo i s aware of the at t ract ion between them. Roberto 
55. Ib id . , pp. 66-67. 
57. Ib id . , p . 67 . 
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and Ana-Clara stop their f l i r t i n g as Editiondo, Luigi and 
Angelino enter the scene. Roberto says that now as 
Carnbriccio i s hurt , Luigi should take his place and 
r ide in the race . He feels that if one has to achieve 
a goal, one should be involved in i t with his heart, h is 
whole being. He says : 
We need someone prepared to sp i l l his guts 
To stop us losing, not a coerced celebr i ty . 
Blackguarded into coming, with his heart not CT 
in i t . ^ ' 
He fee ls tha t money alone cannot buy everything, i t i s 
the inner urge in a person which makes him succeed. Luigi 
seems to have t ha t . But the invincible Edmondo i s not 
yet ready to give up eas i ly . He kidnaps Alfio, the 
v i c to r in the preliminary race . Edmondo thinks of every-
thing in terms of a business proposition, always plot t ing 
to succeed, which according to Roberto i s simply '•Exploi-
t a t i o n . " He raprimands Edmondo for his mater ia l i s t i c 
i n t e r e s t in l i f e without giving weightage to the feelings 
and emotions of the people. He i s angry with him for 
coming into the i r l ives and trying to buy them off with 
h is money : "don't you/ Believes in anything in l i f e 
57. Ib id . , p . 69. 
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58 except money ?, he wonders." At that time Alfio i s 
brought in a dishevelled s t a t e . Edmondo t r i e s to bribe 
him to give up his idea of winning the race and in return 
Edmondo would give him enough money so that he could buy 
the cos t ly drug he wants for h is dying mother. Alfio, 
at f i r s t r e s i s t s the offer because he doesn' t want to 
cheat the peole who had hired him but ul t imately he agrees, 
as he needs the money for his mother, giving "a Neapblitan 
59 
^feature of succumbing to f a t e , " He accepts his destiny 
without much fuss and without trying to impose his own 
moral standards on l i f e . Giosetta feels sorry for Alfio 
and Grazia blames herself for the s i tuat ion in which Alfio 
i s because she had not told Alfio in the beginning that 
i t was she who had betrayed Gezare by babbling i t a l l 
out to Rosa Levanti, Roberto i s deeply moved by 
Grazia 's revelation, of how miserable she would have been 
a l l t h i s time keeping i t a l l to herself . He argues i t 
out with Grazia that a l l of than somehow feel responsible 
for Cezare* s a r r e s t . He himself feels that i t was the 
3 .S . , while keeping a watch on him, found out about 
Cezare and thinks of many other p o s s i b i l i t i e s . He goes 
58. Ib id . , p . 77. 
59. Ib id . , p. 8 1 . 
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on to say : 
We have to l ive with not knowing, sometimes : 
Why th i s man contracts a cancer, or another 's 
Family bums in a house, or Cezare i s taken. 
I t ' s not your faul t that the world' s name 
i s Hazard.^ 
What Pry wants to say here i s that man has become a 
puppet in the hands of fa te and that he cannot do anything 
about i t than to accept l i f e as i t comes to him. 
Giosetta t e l l s Grazia the news she has got about 
Cezare and Grazia becomes ecs ta t ic and i s ful l of hope. 
Ana-Clara touched by her happiness says : 
Did you ever see 
Such daylight in a face as that ? 
Grazia i s swept off her feet and wants to go to the 
s ta t ion to look for her father in "Every t ra in , every 
day" t i l l he reaches there . She says : 
We can sleep in the waiting-room. 
. . . We mu St 
Be the first faces he sees when he comes back."2 
60. Ibid., p. 85. 
61. Ibid., p. 86. 
62. Ibid. 
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As soon as Alfio hears about h i s f a t h e r , he changes h i s 
dec is ion which gives a setback to Sdmondo* s p lan . Alfio 
i s now determined to prove h i s a b i l i t i e s as a r i d e r and 
show t o h i s f a t h e r t h a t he i s not an unworthy son of a 
f a t h e r who never cared to remember him. Sdmondo again 
p lays a l l h i s cards but in v a i n . Even Ana-Clara i s moved 
by A l f i o ' s de spa i r and says : 
I t* s e t h i c a l l y , emot ional ly . 
R a t i o n a l l y , d i s g u s t i n g l y imposs ib le . ^^ 
I t i s here when the whole family go aga ins t him t h a t 
Edmondo r e a l i s e s t h a t he must now g ive up the pre tence of 
b e f t l e n d i n g the family and r e tu rn to h i s n a t u r a l element. 
Angelino says t o him s 
We apprec ia te what you 've done - but the t r u t h i s 
You t r i e d to give us too much - tha t ' s what i t was. 
I t a l l came in a f lood, everything came 
Ibge ther , except , somehow, u s , we d i d n ' t 
Come toge the r . 64 
Sdmondo, on the o ther hand, blames the whole family for 
h i s f a i l u r e , as h i s self confidence had got a blow t h e r e . 
As the argument between the b r o t h e r s and Angelino 
63 . I b i d . , p . 8 8 . 
64. I b i d . , p . 8 9 . 
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goes on, Ceza re Scapare e n t e r s " d r e s s e d i n an / odd 
m i x t u r e of c l o t h e s , h i s f e e t t i e d / up i n r a g s . " When 
he f i n d s out t h a t G i o s e t t a and G r a z i a a r e n o t t h e r e he 
goes out t o look f o r them. 
In t h e meantime Robe r to and Ana-Cla ra resume t h e i r 
c o n v e r s a t i o n t h r o u g h which Fry t r i e s t o t e l l u s t h a t h i s 
model i s l i f e i n i t s v e r y w i d e s t s e n s e r a t h e r than mere 
s u r f a c e e x i s t e n c e . For him, as Ana-Cla ra s a y s " r e a l i t y 
i s n ' t what , b u t how/ You e x p e r i e n c e . 
Robe r to wants t o know whe the r Ana -Cla ra would go 
back t o '•^fondo•s wor ld" and Ana-Cla ra r e p l i e s i lF- Lhe 
a f f i r m a t i v e , s a y i n g -
He g i v e s me t h e p a t i e n c e I need 
Ito make my m i s t a k e s , which you would n e v e r give me; 
And t h e l e i s u r e I need t o r e a l i z e myse l f . 
How f a r my mind, unhounded, and my f r e e s e n s e s 
Wil l t a k e me, which you would n e v e r g i v e me. 67 
Thus, by r e j e c t i n g him she makes him aware of t h e f a c t 
t h a t he i s i n l o v e w i th G r a z i a . 
65. I b i d . , p . 9 1 . 
66. I b i d . , p . 94 . 
67. I b i d . , 
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The next day everyone had gone to watch the horse 
r ace while Giose t t a and Cezare are a t home. Cezare cannot 
accept the fac t t h a t he has f i n a l l y escaped t h e c l u t c h e s 
of fear and v io lence and i s among the people he l o v e s . 
While in the concent ra t ion camp he had l o s t a l l hope fo r 
the renewal of l i f e . He says : 
You never know 
How many disguises ^ear can t a k e . 
This one took me off my guard, A kind of 
Ris ing panic to f ind myself wi thout 
Anything to f e a r . I t was almost comic. 
Dropped in to l i f e , a f t e r so long in a p l ace 
go 
Where l i f e was l ike a bel ief in the supernatural . 
As Cezare r e t u r n s frrari the concen t ra t ion camp h i s l i f e i s 
renewed and i t seems t h a t he i s bom aga in . Comparing 
himself to a new-borti ca l f , he says : 
When I got down, my l egs were t rembl ing and 
sprawling 
Like a ca l f some cow had j u s t dropped. ^^ 
I t seems t h a t the warmth of summer - ' s u n , ' ' s u n s h i n e , ' 
• d a y l i g h t , ' 'moonshine, ' has c o n t r i b u t e d in h i s renewal . 
68. I b i d . , p . 98 . 
6 9 . I b i d . 
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The r ace f i n i s h e s off and the family members s t a r t 
coming back one by one. The f i r s t to cjome bade are Grazia 
and Roberto but they do not d i s c lo se the r e s u l t as Angelino 
wanted to be t h e f i r s t one to break the news to them. In 
t h e meantime Cezare breaks the news t h a t he has decided to 
go t o Naples to l i v e with Alfio and h i s mother, because/ 
he says : 
I have t o find my way. 
And eas ing the s t ing , of death in the next bunk 
I s something I know about. I t w i l l give me a chance 
To f e e l l e s s at sea with t h e run of t h e world.70 
Soon a f t e r , Angelino, Ana-Clara and Edmondo come and 
break the g r ea t news t h a t they have won though Luigi f e l l 
off t h e h o r s e . The desc r ip t ion of the horse race given 
by them i s q u i t e comic and evokes l a u g h t e r . Ana-Clara 
says : 
And of course I thought Alfio had won. 
I c o u l d n ' t imagine why they were a l l throwing 
Their arms round each o t h e r ' s neck in an e c s t a s y -
T i l l they said i f the horse comes i n , the r ace 
i s won. 
Never mind what happened to the man.^l 
70 . I b i d . , p . 100. 
7 1. I b i d . , p . 10 2. 
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Grazia fu r the r goes on to say : 
The horse was so happy 
Not to have Luigi on hlir, be flew pas t Alfio 
Right on t h e l a s t corner l i k e a b i r d . ^ ^ 
The conversat ion takes up a ser ious turn when Gezare 
d i sag rees with fidmondo who b e l i e v e s in making the f u t u r e 
secure , and a lso with Roberto whose idea, of a p o l i t i c a l 
r evo lu t ion does not appeal to him much because he b e l i e v e s 
t h a t i t only takes you back from where you s t a r t and conse -
• 
quent ly t o v io lence and more confusion. I t i s Cezare who 
c a l l s fo r a new s p i r i t and b e l i e v e s t h a t t h e only hope 
for man l i e s in inner development and growth of the s e l f 
73 which i s " the r ea l r e v o l u t i o n / The t r ans fo rmat ion . " 
He b e l i e v e s t h a t t h e sun which shows l i g h t to man i s never 
cons tan t but keeps on f l i c k e r i n g and the t e s t s through 
which he passes f a i l to change him, so he i s bound t o fad l 
back i n t o h i s old e r ro r s and weaknesses. The r e b i r t h of 
humanity does not n e c e s s a r i l y mean regenera t ion of s p i r i t , 
and the renewal of l i f e only means r e p e t i t i o n of the same 
p a t t e r n , of what has happened before . The r evo lu t ion 
about which Roberto t a l k s does not mean t ransformat ion of 
7 2. I b i d . 
7 3. I b i d . , p . 10 3 . 
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our h e a r t and mind. Cezare f a i l s to share Roberto* s o p t i -
mism in t h i s regard and says : 
I h a v e n ' t your simple f a i t h t ha t a man can 
be doctored 
Out of h i s t ragedy i n t o the millennium.^'* 
Cezare who has j u s t r e tu rned , t i r e d and ragged, and 
who has suf fered t o r t u r e s worse than death in t h e concent -
r a t i o n camp, i s sceptical of Utopias : 
Don' t , for God's sake, reward us 
By s t a r i t j g so long at the gorgon 's head 
I t g r i p s the muscles of your l i v i n g face . 
We've been in the d i r t . We don ' t want to be 
remembered 
By genera t ions p lay ing at mud-pies 
And c a l l i n g i t the t r ue image of l i f e -
I ' d r a t h e r come soon to the clean s k u l l . 
Purify u s , Roberto, purify us I 75 I n s i s t on a l l the powers t h a t recover us '. 
A sound of chant ing i s heard on the s t r e e t and then 
a group of men caurrying Luigi on t h e i r shoulders are seen . 
Lu ig i i s t h r i l l e d over h i s v i c t o r y . The pa r i sh and the 
family are l o s t in a frenzy of excitement over t h e v i c t o r y 
7 4 . I b i d . 
7 5 . I b i d . , p . 104. 
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of the horse for which Luigi ge t s the whole c r e d i t . Thus, 
the Pa l i o i s won not by the power of Edmondo' s money but 
through t h e renewed s p i r i t of Lu ig i , as a r e s u l t of which 
t h e whole Siena i s brought t o l i f e and a c t i v i t y . 
Edmondo t r i e s h i s l a s t chance with t h e family saying 
t h a t he would l i k e to change the Palazzo i n t o a r e s t a u r a n t 
but he does not get encouragement from the family. 
Ana-Clara i s bewitched by t h e horse r ace and the 
summer mood seems t o arouse her with amorous f e e l i n g s . She 
rega rds t h e atmosphere at the Pa l io as slow lovemaking, 
and says : 
I t* s a g rea t slow love-making, anyway. 
And l e f t me v i b r a t i n g l i k e an i n s t r u m a i t . 
So n e a r l y the c i t y had no need of the sun 
Or t h e moon to shine on i t . I could almost see 
By t h e l i g h t t h a t streamed from the trumpets 
And shimmered from the b e l l . The cour t ing 
sun-b i rds . 
The b i r d s of pa r ad i s e , so near ly sang 
The indwel l ing music which c r e a t e d us .7 6 
At l a s t Edmondo and Ana-Clara leave while Roberto proposes 
t o marry Grazia . At the same time a screech of motorcycle 
7 6. I b i d . , p . 107. 
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b r a k e s i s h e a r d o u t s i d e , A l f i o has avoided sudden d e a t h 
on h i s m o t o r c y c l e fo r t he second t ime and t h ^ i " A l f i o 
g r i n s , and g i v e s t h e e x t r a v a g a n t Neopo l i t an g e s t u r e he 
gave b e f o r e , b u t t h i s t ime i r o n i c a l l y . Ceza re makes t h e 
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same g e s t u r e i n s y m p a t h e t i c r e p l y . The o t h e r s are l augh ing . 
T h i s g e s t u r e of a c q u i e s c e n c e i s a t y p i c a l comment on 
m a n ' s e x i s t e n c e , t h a t a man s h ou ld be bo th amused and 
s u r p r i s e d a t h i m s e l f : a t h i s human n a t u r e , i d e n t i t y and 
f a t e . R e g a r d i n g t h i s , Derek S t a n f o r d f e e l s t h a t " t h e r e 
i s a new n o t e of i n c o n s e q u « ) t i a l i t y , t h e accep tance of 
some th ing so absurd t h a t l a u g h t e r , o r t h i s humorous h a l f -
c a v a l i e r d i s m i s s a l / of t h i n g s , a p p e a r s man ' s only f i t 
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r e s p o n s e . " 
What Pry t r i e s to convey a t t h e end of t he p l a y i s 
t h a t r e s t i s l a u g h t e r b u t a l a u g h t e r which i s s u p e r f i c i a l l y 
h i l a r i o u s b u t which may c o n t a i n a p o s s i b l e u n d e r c u r r e n t of 
n o t h i n g n e s s and h e l p l e s s n e s s . D. S t an fo rd r i g h t l y s a y s 
t h a t "A y a r d of sun p o s s i b l y s u g g e s t s t h a t t h e sma l l 
measure of o u r e x i s t e n c e i s n o t w i t h o u t i t s beau ty and 
and g l o r y , and warmth •— even i f t h a t warmth i n c l u d e s t h e 
7 7 . I b i d . , p . 110. 
7 8 . Derek Stanford, Chr i s topher Fry (London, The 
B r i t i s h Council Fxibl icat ions, 1971), p . 32. 
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warmth of a n g e r , d i v i s i o n and v i o l e n c e . " 
Fry is a m o r a l i s t vd.th a message of hope fo r eve ryone . 
L i k e E l i o t , P r y ' s themes a r e r e l i g i o u s and s p i r i t u a l which 
r e v o l v e round t h e renewal of l i f e . They h i n t a t man ' s 
s a l v a t i o n from angu i sh and g u i l t , 
A Yard of Sun may b e d e s c r i b e d as hav ing a grim 
background w i t h a p e s s i m i s t i c mood e r u p t i n g but at t h e 
same t i m e g i v i n g frequent l i g h t s of op t imi sm. Pry I m p a r t s 
h i s message w i t h goodwi l l t o humanity and a hope fo r b e t t e r 
l i f e b u t a t t h e same t ime l o a d e d w i t h d o u b t s as t o ou r 
a b i l i t y f o r r e g e n e r a t i o n and r e n e w a l , 
A y a r d i s a smal l s p a c e . The t i t l e of t h e p l a y 
A Yard of Sun, i n f a c t r e f e r s t o a smal l road i n S i e n a , 
I t may a l s o be s a i d to mean t h e smal l space we occupy on 
t h i s e a r t h f o r o u r s h o r t l i f e and t h e smal l space we need 
f o r o u r b u r i a l . 
The Imagery of t h e p l a y i s n o t o n l y meaningful b u t 
a l s o u s e f u l i n t h e development of t h e theme of renewal of 
l i f e . Summer h e r e symb o l i s e s a ' w a s t e land* where t o r t u r i n g , 
7 9 . I b i d . , p . 34 . 
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suffering and patience of modem man are displayed. The 
summer element can also be taken in a number of different 
ways. I t can be seen in the 'heat* of the s t ree t s of 
Siena, in the r i s i ng 'hot* s p i r i t of contest between 
the competitors and the i r audience regarding the Palio, 
and in the 'heated* debates and quarrels between the 
members of the Bruno family who have gathered together 
af ter the war. Summer i s also symbolised in the warmth 
of Ana-Clara's amorous feel ings . 
Ilie s ty le of the play i s in harmony with the sober, 
inconsequential theme. I t i s more earthbound and homely 
and without the r ich s ty le and qual i ty of Pry ' s previous 
plays . In th i s play Pry has used the verse in a res t ra ined 
and subdued manner with simplici ty of idiom. The s ty l e 
var ies according to the need of the action and flow and 
ebb of emotions. The e a r l i e r fiery and buoyant ejqjre-
ssions are lacking here, though the speeches of the cha-
rac te rs do contain some powerful s imi l ies , metaphors and 
witty expressions. This pa r t i a l l y accounts for the 
responsiveness of the audience. But the main contribution 
of Pry l i e s in fusing the comic and serious and in making 
h is characters indulge in merriment in the grimmest moments. 
10 2 
The emerg ing v i s i o n of l i f e — t h a t l i f e i s a spec t rum of 
b o t h d a r k and b r i g h t shades — i s unambiguous ly d r a m a t i s e d 
t h r o u g h t h e complex s t o r y of Bruno f a m i l y . While t h e dark 
s h a d e s , b o t h in human n a t u r e and t h e c i r c u m s t a n c e s of l i f e , 
a r e b o l d l y and u n e q u i v o c a l l y p r e s e n t e d , t h e b r i g h t e r shades 
a r e f i r m l y a s s e r t e d . 
C O N C L U S I O N 
The vision of l i f e which emerges from the analysis of 
Fry ' s f i r s t and l a s t seasonal comedies in the foreqoinq 
chapters i s also worked out in h is other seasonal come-
d ies , namely. The Lady's Not for Burning (1949), Venus 
Observed (1950) , and The Dark i s Light Enough (1954) . 
In The Lady's Not for Burning, the seasonal mood 
of i r r a t i o n a l i t y i s established in the beginning of the 
play and i t p reva i l s t i l l the end. This general mood of 
the play i s so intense and pervasive that even ra t iona l 
things seem non-sensical . The play breathes with April 
elements, gaeity of nature and colourful atmosphere of 
spring and a l l the characters seem to be in a mood of 
in tox ica t ion , and pleasant i r r e spons ib i l i t y . Most of the 
images taken from nature are of growth, blossoming and 
fragrance which also help in the creation of the mood of 
abandon — a Bacchic mood. 
The play i s set in a medieval world and i s prim.arily 
about two charac te rs , Thomas Mendip, an ambittered ex-
so ld ie r who wishes to die and Jennet Jourdemayne, a wealthy 
and beautiful g i r l who loves l i f e but i s condemned to be 
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burnt as a witch for turning an old man, Skipps, into a 
dog. There i s sharp opposition between the views of 
both the characters but Jennet ' s chanr produces i t s effect 
on Thomas with the resul t that his disgust with l i f e 
gradually wears off and he i s led to accept Jennet ' s r a t i o -
n a l i s t i c view. The supposed victim appears and the lovers 
are acquit ted. Thus, l i f e triumphs over death in t h i s 
h i la r ious comedy. 
Fry ' s vision of l i f e l i e s in Mendip* s change of 
heart through love, from the disgust with l i f e to a willing-
ness to accept i t . Despite a l l ev i l s , cruel ty and i n ju s -
t i c e in the world, he finds l i f e worth l i v i n g . While 
Jenne t ' s rationalism i s converted in to an acceptance of 
the mystery of existence, thus giving than both a sense 
to calmly bear the complexities and ambiguities of l i f e 
and also giving to than an a l ternat ive to desolation. This, 
in a way i s a reb i r th for them. Pry t r i e s to say that in 
t h i s world every body i s bound to accept th i s l i f e with a l l 
i t s pains and probleris. If there i s suffering in t h i s 
world there i s also pleasure, love and friendship. I t i s 
through love that a man can enjoy his l i f e . Negation of 
l i f e i s not the solution to the mystery of l i f e . Thus, 
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u n d e r l y i n g t h e whole p l ay i s t h e i d e a of a c c e p t a n c e of 
l i f e w i t h a l l i t s v a r i e t y and g a e i t y which i s i n s e p a r a b l e 
from t h e s p r i n g season , and of l a u g h t e r as t h e ' s u r e s t 
t o u c h ' of g e n i u s in c r e a t i o n . Thus, t h e c e n t r a l c o n f -
l i c t o f t h e p l a y i s between d e a t h wish-and u r g e f o r l i f e 
where t h e n e g a t i v e element i s n o t d e n i e d b u t t h e p o s i t i v e 
e l emen t i s made to t r i umph . 
^^ Venus Observed , t h e autumnal mood i s r e f l e c t e d 
n o t o n l y i n t h e speeches of t h e c h a r a c t e r s b u t a l s o i n t h e 
d e c l i n e of t h e Duke ' s age, h i s f o r t u n e and h i s house which 
i s b e g i n n i n g t o f a l l i n t o d e c a y . Ajtumral d e c a d e n c e , g r e e d 
o f t h e age and t h e need of t h e o l d t o r e t i r e g r a c e f u l l y 
a r e a l l c l e a r l y i l l u s t r a t e d in numerous p a s s a g e s i n t h e 
p l a y . The whole p l a y i s pe rvaded by t h e a i r o f autumn — 
t h e e c l i p s e o f t h e sun, t h e p r e s e n c e of t h e former m i s t -
r e s s e s p a s t t h e i r hey-day , and Duke ' s f e a r o f l o n e l i n e s s 
and o f o l d a g e . 
The p l a y d e a l s w i th a m i d d l e aged Duke who i n v i t e s 
t h r e e of h i s p a s t m i s t r e s s e s — Hi lda , J e s s i e and Rosabe l 
t o h i s house t o watch t h e d e c l i n i n g sun t h r o u g h h i s t e l e -
s c o p e . His son Edgar i s asked to s e l e c t a wife f o r h i s 
f a t h e r from amongst the m i s t r e s s e s . In t h e meant ime, t h e 
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D u k e ' s a g e n t ' s d a u g h t e r , P e t p e t u a , e n t e r s t h e s c e n e and 
soon b o t h t h e Duke and h i s son f a l l i n l o v e w i t h h e r . But 
i n t h e end i t i s Edgar who i s t o marry P e r p e t u a w h i l e 
t h e Duke has t o c o n t e n t h imse l f by m a r r y i n g R o s a b e l . 
Here Fry p r e s e n t s t h e human s i t u a t i o n as j u s t i -
fy ing j o y and g r a t i t u d e in l i f e and s i m u l t a n e o u s l y wat i t ing 
modesty and s e l f s u r r e n d e r . Pry b e l i e v e s t h a t r e a l i t y 
must be a c c e p t e d and t h a t peace l i e s in t h i s a c c e p t a n c e . 
The Duke, e x h i b i t i t i g t h e q u a l i t i e s o f e n d u r a n c e , i n s i g h t , 
good humour and f o r g i v e n e s s a c c e p t s t h e f a c t t h a t m a n ' s 
c o m p l e t i o n may n o t b e i n t h i s w o r l d . Piry f e e l s t h a t t h e 
p u r g i n g o f h i s a f f e c t i o n s may become a p rophesy o f hope 
f o r t h e s o c i e t y . 
In The Dark i s L i g h t Enough, t h e t i t l e i t s e l f 
g i v e s enough i n d i c a t i o n t o t h e gloomy s e t t i n g of t h e p l a y 
- of t h e c o l d , da rk and snowy w i n t e r . The w i n t e r mood 
i s a l s o s y m b o l i c a l l y d e p i c t e d i n t h e war between Hungary 
and A u s t r i a w i t h i t s m i s e r i e s and v i o l e n c e which form 
t h e background t o t h e p l a y . 
In t h i s p l a y t h e c o u n t e s s Rosmarin known f o r h e r 
' D i v i n e n o n - i n t e r f e r e n c e ' i s d e t e r m i n e d to save R i c h a r d 
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Gettner, a deser te r and also the ex-husband of her 
daughter, G^lda, from the lijngarian army. And l a t e r in 
the play af te r the defeat of the Hungarian army she gives 
she l t e r to a Hungarian Officer, Janik, who had forced 
h is way in to her house to arres t Gettner. In the end 
she herse l f sinks into final s leep. 
The message Fr7 wants to impart through th i s play 
i s h is abhorrence of violence, violence which can only 
be cured by love, love which can endure pain but which 
cannot i n f l i c t i t . In th i s play, the world full of hatred, 
c rue l ty and in jus t i ce i s l ighted only by the humanity and 
goodness of the Countess, Fry wants to say that i f man i s 
a slave to the darker passions of l i f e and i s blind to love 
then i t i s the duty of the sp i r i tua l ly awakened people to 
show them the r ight path and herein l i e s the hope for the 
humanity as a whole with i t s message of tolerance and good-
ness towards o the r s . And i t i s the 'goodness' which has 
the s t rength to survive all violence, evi ls and inhumanity. 
Moreover, death being an accepted fact, one should have 
love and respect for each other, thus preparing ground for 
l i f e here a f t e r . 
On the bas i s of our analysis of the two plays and a 
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brief summary of the other serio-comic plays we can ten-
t a t ive ly make the following observations which will 
confirm Pry 's affirmative vision of l i f e in the midst of 
the harsh r e a l i t i e s of existence and in the context of 
the r ea l i t y of the darker aspects of human na ture . 
F i r s t of a l l . Pry 's themes are not t i ed down to 
any loca l i t y in specific time though A yard of Sun i s 
spec i f ica l ly located in post Second World War melieu. The 
winter comedy. The Dark i s Light Enough too has war as 
i t s background but the revolution of the Hungranians 
against the Austrians, in t h i s play i s a feigned one. But 
the s to r i e s of a l l the plays of Pry are based on archetypal, 
legendary or c lass ica l sources and are located in some 
imaginary remote pas t . For example, in A Phoenix Too 
Frequent the underlying pattern i s c l a s s i ca l because of 
the reference to the legendary Phoenix but the story, as 
we have mentioned e a r l i e r in the analysis of the play, i s 
coiranonly found in the folklore t radi t ions in the West, and 
seems to be more relevant to Oriental l i f e where widowhood 
un t i l qui te some time back was considered to be a con t i -
nuing l i f e in death. I t seems that Fry i s i ron ica l ly 
s a t i r i z i n g such conventions and taboos in a comic way. 
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For, i t was practised not only in India in the form of 
self-immolation by the widows, popularly known as the 
Sati system, taut in early England also when re-marriage 
of widows was forbidden by moral customs. V^e get a 
glimpse of t h i s in Webster's The Duchess of Malfi, where 
such taboos and conventions are s a t i r i s e d . Though the 
s a t i r e in Fry i s not pronounced but the author ' s detach-
ment i s surely there and herein Shakespeare's influence 
on him i s quite paramount. 
In Venus Observed, the Duke's amorous feelings 
are understandable, though out of season. Pry here i s 
presenting the hopelessness of the love of the old for the 
young which was dramatised by Yeats and Synge in the i r 
treatment of Deirdre Legend. In the i r plays, the theme 
of an old man loving a young wife had taken a t ragic form 
bat Pry presents t h i s archetypal theme in a comic mood. 
This i s not to say that the Duke's amorous incl inat ion has 
any false note in i t , and the play could have very eas i ly 
been presented in the t ragic mould. The father* s with-
drawal in favour of his young son i s not so much in the 
nature of any sacr i f ice as the defeat of autumn by a regenera-
t i ve s p i r i t symbolised by the youthful fervour of the son 's 
infatuat ion for Perpetua. 
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In The Lady's Not for Burning, Fry gives us a 
glimpse of medieval witch-hunting, where Jennet i s to be 
burnt as a witch. Here Fry i s s a t i r i z i n g such medieval 
supers t i t ions which do not have any respect for the decen-
c i e s of l i f e . In the same play, the j u s t i c e of the town, 
Edward Tappercoom, i s more in teres ted in the wealth of 
Jennet than in imparting fa i r judgement. ^ d he, who 
himself i s unjust , boasts of c leanl iness , and thus becomes 
a target of Fry ' s s a t i r e . Here also the s a t i r e i s not 
pronounced but i s inextr icably mixed with the comic e l e -
ments with the r e su l t that the comic predominates. 
Fry' s dramaturgy i s not simple as the c r i t i c s have 
led us to believe but in fact , in his plays the comic, 
t r ag i c , i r o n i c a l , and s a t i r i c a l elem«its are a l l i n e x t r i -
cably woven together in a subtle manner. For example, in 
The Lady' s Not for Burning, Thomas Mendip has come to the 
Mayor of the town with a request to be hanged and to be 
put on the "waiting l i s t for the gallows with a note 
recommending preferent ia l treatment." Here, his death 
wish i s so in tense and the demand to die so r id iculous as 
to make him t rag ic and comic at the same time. 
Moreover, the language of Fry 's plays i s p la in . 
I l l 
col loquia l , f an tas t i c , rhe tor ica l , full of s imi l ies , meta-
phors, witty expressions, a l l i t e r a t i o n s , puns, epigrams 
and i s even at times ambiguous. Fry's language i s ful l 
of exjberance and buoyant expressions and remains the most 
compelling force in his plays. The magic of his words 
i s such that i t can hardly be missed by even a less a t t en-
t ive spectator or reader. In fact , the charge label led 
against Fry tha t his use of such high flown language 
s t a l l s the action of the play and blurs the perspective 
of the reader i s not t rue . This type of language i s 
de l ibera te ly used by Pry. Sometimes, he uses such 
language from which we cannot derive much meaning but 
such language i s spoken by characters who are themselves 
vague. In such cases, th i s type of language correc t ly 
depicts the cha rac te r ' s confused s t a te of mind, as we have 
already mentioned e a r l i e r in chapter two. While at other 
times Fry uses hyperbolic sounds to bring var ie ty , so 
that the t rag ic do not become comic and the comic do not 
teach the extent of becoming fa rc ica l . For example, in 
The Lady's Not for Burning, Thomas Mendip while talking 
about a serious issue, of confessing his murder and conse-
quently wanting to be hanged, saves the s i tuat ion from 
get t ing ser ious by forcing himself on the mayor's a t ten-
tion saying : 
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You hubble-tnouthing, fog-blat ter ing 
Chin-chuntering, chap-flapping, l i t u r g i c a l 
TVargidical, base old man t what about my murders. 
Pry 's real talent as a dramatist l i e s in keeping 
the t ragic and the comic within judicious r e s t r a i n t . I t 
i s because of th i s that i t becomes d i f f i cu l t to compare 
Fry with anyone e l s e . In fact, there i s n ' t any model 
available and therefore he stands out as a uni<5Qe dramatist, 
Pry i s also a master in twisting words and of c o i -
ning new words. For example, in The Lady* s not for 
Burning/ he uses such words as ' amphigourious' and 
• S tu l t i l oquen t i a l . ' Pry 's characters are also fond of 
using unusual words thinking that i t will have unusual 
meaning as in The Lady's Not for Burning, but such words 
go with the i l l o g i c a l mood of the play. In fact , we see 
tha t in all the seasonal comedies of Pry the language 
conforms to the mood and seasonal se t t ing of the play. 
A careful reading of Pry 's plays shows that they 
have a serious, moral purpose, too, and give us a glimpse 
of Pry's vision of l i f e . In almost al l the plays of Fry 
there i s a tuss le between urge for l i f e and death-wish, 
r e a l i t y and i l l u s i o n , good and evil but in the end i t i s 
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always the urge for l i f e or the goodness in l i f e which 
becomes triumphant. Fry believes that the final outcome 
of unpleasant contradictions inherent in t h i s world i s 
joy and happiness e i ther in th i s world or in the other 
world. Fry i s fully alive to the harsh and unjust 
instances present in th is mate r ia l i s t i c world and also in 
the l i f e of man but he believes that t h i s does not dim 
man's sense of wonder and mystery in the existence of l i f e 
and the world. He believes that beyond t h i s mundane world 
where there i s pain, in jus t ice and crue l ty and where death 
i s the natural e v i l , he can see a world where there i s 
l i gh t and where l i f e i s eternal and which will solve the 
worldly problems, thus ensuring the triumph of good over 
ev i l and love over hate. Pry considers l i f e to be sacred, 
a g i f t given by God, the destruction of which i s a s in . In 
Pry ' s plays the society in which his characters l ive i s 
usual ly repressive and ma te r i a l i s t i c . I t i s only through 
love for each other that a man can hope for a happy l i f e . 
In a l l the plays of Pry we find bef i t t ing imagery, 
according to the mood of the play. Pry 's images are drawn 
mostly from nature and also from al l other imaginable walks 
of l i f e — l i t e r a t u r e , mythology, Bible, sports , accountancy. 
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journalism e t c . For example, in A Yard q£ Sun, the 
nature images of the Sun and l ight emphasize the urge for 
the renewal of l i f e while in The Dark i s Light Enough, 
the images of s t e r i l e nature of 'Vanishing Gardens' make 
us aware of the gloomy se t t ing of the play. In The Lady' s 
Not for Burning^ the mythological images of Helen and 
Alexander are used but they are exaggerated to bring in 
the comic e f fec t . While in A Phoenix too Freguent, one 
p a r t i c u l a r speech of Dynamene while describing her hus-
band's charac ter , has images from mythology. Sports, 
accountancy and nature . 
Pry has invariably been approached by c r i t i c s with 
reference to h i s p lot , language, imagery, vision of l i f e 
and characters as types or representat ives. What c r i t i c s 
have invariably missed in Pry 's serio-comic plays i s the 
extraordinary v i t a l i t y , both negative and pos i t ive . For 
example, in A Phoenix too Frequent, Dynamene's desire 
to end her l i f e af ter her husband's death i s a strong one 
in the beginning with an indomitable will to carry i t 
ou t . While, her maid, Doto's love for l i f e and i t s 
pleasures i s so powerful that i t emanates out of her per-
sona l i ty and in toxicates everyone around her with the 
same urge for l i f e . On the other hand in The Lady* s 
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Not for Burning, Thomas Mendip* s desire to be hanged i s 
eqpjally forceful and at one moment i t seans that nothing 
could deter him from attaining his goal. While in the 
same play Jennet ' s love for l i f e i s also vigorous. But 
in the end i t i s always love and l i f e which takes an edge 
over death and pain. Fry believes that i f a person has 
a craving, i t should be vigorous and v i t a l . And i t i s 
through such characters that these two v i ta l forces, 
negative and pos i t ive , which we can ca l l Fry 's vi ta l ism, 
have bean fused in such a way that there emerges a vision 
of l i f e which i s strongly optimist ic and affirmative but 
which does not ignore the darker r e a l i t i e s of l i f e . 
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